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Living  traditions  occupy  a  prominent  place  in  the  Indian  social  system. 
Any  living  tradition  has  a  natural  flow.  There  can  be  no  doubt  about  the 
fact  that  traditional  art  forms  reflect  the  ideals  of  the  society,  its  determination 
to  survive,  its  ethos,  emotions,  fellow-feelings,  and  so  on.  Drama  in  itself 
is  a  complete  form  of  arts.  It  includes  in  its  framework  acting,  dialogue, 
poetry,  music,  etc. 

In  community  living,  the  art  of  singing  has  its  own  importance.  In  all  the 
traditional  theatre-forms,  songs  and  the  art  of  singing  have  an  important 
role  to  play.  Traditional  music  of  the  theatre  is  an  expression  of  the  feelings 
of  the  community.  Traditionally  the  language  of  ordinary  people  has  an 
element  of  creativity,  though  not  based  on  classical  or  grammatical  roots. 
This  kind  of  creativity  is  spontaneous,  emerging  from  the  circumstances. 
When  there  is  intensity  of  emotions,  there  is  a  natural  kind  of  rhythm  in 
the  expressions.  It  is  this  natural  rhythm  from  which  emerges  the  traditional 
theatre-form.  In  this  art  form,  sorrow,  joy,  frustration,  hatred  and  love  have 
their  role  and  place. 

The  elements  of  acting  in  folk  theatre  take  a  natural  tone.  Normally,  there  is 
dynamism  and  flexibility  in  words  and  body  language.  These  are  used  by 
the  actors,  with  slight  emphasis  and  subtle  change. 

Traditional  theatre  forms  even  after  acquiring  a  distinctive  style  have  an 
ample  scope  for  improvisation,  making  it  possible  for  assimilation  of  local 
traditions.  When  the  hold  of  conventional  rules  and  rituals  grow  strong, 
then  local  traditions  form  a  kind  of  challenge,  as  they  have  a  strength  of 
their  own  against  rigidity.  The  potential  of  local  traditions  to  fight  against 
rigidity  makes  the  theatre  form  multi-dimensional.  Traditional  theatre  forms 
reflect  the  thoughts  of  the  common  man. 

In  different  regions  of  India,  there  are  religious  festivals,  fairs,  gatherings, 
ritual  offerings,  prayers,  almost  throughout  the  year.  During  these 
occasions,  traditional  theatre  forms  are  presented.  They  reflect  the  common 
man’s  social  attitudes  and  perceptions.  In  this  social  portrayal,  there  is 
also  the  individual’s  role  which  is  given  due  importance. 

Traditional  theatre  forms,  incorporate  not  only  the  common  man's  interests 
but  there  is  also  a  classical  element  in  them.  This  classical  facet,  however, 
takes  on  regional,  local  and  folk  colouring.  It  is  possible,  that  those 
associated  with  the  classical  world  of  Sanskrit  drama,  went  to  the 
neighbouring  regions  after  its  decline  and  intermingled  with  the  local  theatre 
forms.  This  kind  of  synthesis,  give-and-take  must  have  taken  place  on 
various  levels  such  as  written,  verbal,  classical,  contemporary,  national 
and  local. 

In  traditional  theatre  forms  there  are  special  styles  of  dance  portraying  the 
entry  on  to  the  stage  or  platform,  narrative  and  descriptive  roles.  The  best 
example  of  descriptive  acting,  is  the  Bidapat  naach.  In  this  traditional 
theatre  form,  emphasis  is  not  on  beauty  but  on  acting  itself  and  narrative 
and  descriptive  skills.  Dance  as  a  narrative  art  is  the  base  of  theatre  form 
which  can  be  seen  in  the  traditional  theatre  form  of  Bhavai  of  Gujarat.  In 
this  form,  quick  or  slow  foot  movement  is  a  means  of  narration.  The  art  of 
making  the  entry  by  dancing  has  been  perfected  in  the  traditional  Kashmiri 
theatre  form,  Bhand  Jashn.  The  way  each  character  walks  and  enters  the 
platform,  identifies  him.  In  Koodiyaattam  and  Ankia  Naat,  the  entry  by 
dancing  itself  is  complicated  and  artistic.  In  both  the  forms,  the  tempo  and 
basic  posture  and  gesture  identifies  the  role  of  the  character. 
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In  traditional  theatre,  age-old  forms,  customs  and  the  desire  to  improvise 
are  intermingled.  It  is  usually  when  the  significant  themes  are  enacted, 
that  the  acting  restricts  itself  to  traditional  norms,  not  deviating  from  it. 
But,  everytime  the  theme  inches  towards  the  contemporary,  the  actors 
improvise  as  far  as  dialogues  delivery  is  concerned.  In  the  Bidesia  of 
Bhikhari  Thakur,  the  actors  perform  on  both  levels.  Bidesia,  Jatra, 
Kirtaniya,  Bidapat  are  all  dance  and  theatre  forms  in  which  there  is  a 
synthesis  of  intensity  and  lalitya  which  can  also  be  explicitly  seen  in  the 
Ankia  Naat. 

In  traditional  theatre  forms  there  are  certain  conventions  of  presentations 
depending  upon  and  changing  according  to  the  form  and  size  of  the  stage 
or  the  platform  and  other  available  situations.  There  is  no  formal  set-up 
governing  the  entry  or  exit  of  the  actors.  Depending  on  the  situation  or 
context,  the  actors  enter  into  the  stage  and  enact  their  role  without  being 
formally  introduced.  After  a  particular  event  or  incident  is  over,  all  the 
artists  make  an  exit,  or  all  of  them  sit  down  on  the  sides  of  the  stage  or  near 
the  backdrop,  conveying  the  change  of  a  scene. 

In  traditional  theatre  forms,  there  is  no  such  thing  as  episodes.  There  is 
always  a  continuity  in  its  theme,  structure  and  presentation.  There  is  also 
a  scope  for  improvisation  and  incorporation  of  new  references  leading  to 
subtle  extension  in  the  story-line.  There  is  direct  and  intimate 
communication  between  the  actors  and  the  audience. 

Traditional  theatre  forms  have  definitely  been  influenced  by  industrial 
civilization,  industrialization,  and  urbanization.  The  socio-cultural  aspects 
of  these  influences  should  be  carefully  studied.  There  was  a  time  when 
Kanpur  became  the  centre  of  the  traditional  theatre  Nautanki.  Artists, 
dancers  and  singers  produced  plays  based  on  local  heroes,  their  popularity 
and  traditional  love  stories.  Thus,  a  local  theatre  form  acquired  a 
significance  in  the  field  of  entertainment. 

Traditional  theatre  forms  have  a  common  distinguishing  feature,  that  is 
the  element  of  simplicity.  What  is  the  underlying  force  of  traditional  theatre 
forms  that  has  enabled  it  to  survive  and  maintain  its  simplicity?  The  fact 
remains,  that  it  is  the  immediate,  direct,  realistic  and  rhythmic  relationship 
that  the  spectators  are  able  to  develop  with  the  artists  of  traditional  theatre 
forms  which  is  generally  not  experienced  in  other  art  forms.  It  is  reflected 
in  the  applaud  by  the  spectators  by  means  of  clapping  their  hands. 

Secondly  the  development  of  traditional  theatre  forms  is  based  on  such 
local  and  regional  peculiarities  which  are  not  bound  and  restricted  by 
social  and  economic  divisions,  limitations,  etc.  Traditional  art  forms  have 
influenced  classical  art  forms  and  vice-versa.  It  is  an  eternal  journey  in  the 
sphere  of  ‘culture’. 
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In  traditional  theatre  forms,  for  certain  sentimental  scenes  and  their 
presentation,  special  training  is  given  to  the  artists.  In  Raasleela  due  to 
emphasis  on  childhood  pranks  and  adolescence,  the  roles  are  given  to  the 
young  boys.  In  Yakshagaana,  on  the  other  hand,  veer  rasa  requires  the 
characters  to  look  tough  and  muscular.  In  Nautanki ,  it  is  the  shringaar 
rasa  that  is  emphasized,  resulting  in  a  concerted  effort  by  the  artists  to 
match  the  emotions. 

In  traditional  theatre  forms,  characters  keep  changing  their  place  on  the 
stage  to  be  more  impressive  and  to  give  the  situation  a  greater  significance. 
This  technique  also  reduces  the  chance  of  boredom  through  repetition 
and  stillness.  Dialogues  delivery  is  usually  carried  out  in  a  high  pitch.  This 
helps  the  actors  in  reaching  out  to  a  larger  audience.  The  artists  always 
add  something  or  the  other  to  the  original  dialogue  on  their  own.  The 
changes  brought  through  improvisations,  make  the  spectators  ecstatic. 
Also,  it  establishes  a  direct  relationship  between  the  artists  and  the 
spectators.  The  clown  also  plays  a  similar  role.  While  being  humorous.he 
also  touches  upon  the  socio-economic,  political  issues  and  situations 
with  lot  of  satire.  There  are  different  methods  too,  in  the  way  the  clown 
makes  his  appearance.  If  the  king,  in  traditional  theatre  forms,  decides  on 
a  step  not  beneficial  for  the  people  at  large,  the  clown  appears  and  takes 
the  side  of  the  common  man.  He  makes  the  audience  laugh  and  at  the  same 
time  discloses  the  anti-people  attitude  of  the  king. 

The  actors  of  traditional  theatre  forms  are  mostly  not  highly  educated. 
But,  through  acting  and  with  the  help  of  emotions  and  body  movement, 
they  present  the  entire  theme.  They  are  able  to  sing  reasonably  well,  since 
they  have  inherited  the  sweetness  and  rhythm  present  in  the  voice  of  their 
ancestors  and  forefathers.  In  traditional  theatre  forms,  music  is  a  useful 
means  of  communication  with  the  audience.  The  nagaara  heralds  the 
audience  with  powerful  drum  beats.  Percussion  instruments  like  mridang 
and  dholak  weave  together  the  situation  and  the  dialogue. 
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=4fe  t4  44i  <mm  4fei3q  4 ^  fen  4t  ti^  pfeiffer  fe  ^hi^k 
*44  ti  w  <:g74t’  4  ^  3  fet  fet  ti  ^  4  qp-zrq  4  ?nfef  fetn, 
%fe  44  4  Wfe  fefe  Bsfe'  stti  774  wmt  Tfe  w  TTfel  ti 
s.srnctciK  fefer  ^  4fe  fe  tit  37?fe  fefefe  3ir*7  ^r  ti  yfedi  w  ^ 
^5R  4  ^t-toh  ffej  4  tt7  3^fei  4f  tpjcT  fe  ti  T77  3^rtk  !- 

dot-H,  fe,  ^TIF,  H<R4,  ■grqd,  W[7P7,  TTR,  cfTq  (^T  ^<d*IH),  ^  ^ 
fe^l  ^leiRld  77Tfe447  4  4  n^llddK  ^T  Thfe  fet  fe  ufe  g 
fenfe  *n  fetei  qfe  ti 

4777  ^T  ciWued  17  4  Wife  4  ■qsn  TTIdfe  4  d^KM 

^pfer  4  ^imd  4  3dfe  aqffe^  4  3tftti  3713  3ie4f  th  ^3  t, 

4  shHidd  tt  4  3713  fe  feTT  fen  3raT  ti  3rm  iferidKH,  feferfe, 
Tragfe,  fendm^,  Wdc«H,  'diui^H.  fesfefer  7fe7fei  fed  toh 
^ttoj  41  fe  37  anfeci  t-#fen  3^,  dic-M+id  7t*tt  sfe  nr  37^fe  4 
Rm^I  fe  feffe  <m4  fefe  qfe| 

fed  4  felffe  Tdfenzn  Tjfefeg  TII  3777^  feTTdrtf  (W^7-ffe^7) 
did  4  Hdldl  'dldl  tl  ^7F  yid :  fe  T>  d'-HId  4  feel  4  cfeei  hhch)  4ffe 

4  yfeld  Ididl  'dldl  1 1  ^TF  377J7  dlRdil  T7  <fe  q^qTRdt  fe  fR-dd  fe  PdRtd 

titttt  ti  fe  TTm-fem  4  3nyiT  nr  7nn  fet  qn  ffenn  fe  t  -  ffe, 
dTT^,  fe^T,  ^Tdfe,  ^qdTrdl,  fefe,  feffeR  (dTtfe^7)l 

TPfe^fed  ^n  feqfe  ^  37fe  cdfeyn  cdfeneq  ti  77^  7fed  qnn 
^  ‘fep’  ^  ffefe  ^an  t,  ffe^dT  fe  fen  tl  ?77  W7  ^  fe^jrq 
■^dni  dmn  ti  fenn  ^nm  t,  wfe  ^nn  t  ferf,  fe  ^dt  37T?qT3t  qrt  -'jm 

^dt  fem  4tl  rT^TH,  ffepT  fefe  ?I7T  3fe  fetf  tt  ^  ^  TTTTd  tl 
cPTH  tf  fed  fe'ijqT  'ddT  fefe  TT?7^  tl  ^  fet  tf  nTd^d  qdT  ffe 
yfs  <+6i  'dim  t,  7dTT,J7Tl  5  "t  6  mid  fell  tldi  tl  fe  mm-sl ,  fel  3ff7 
t^hkI  41  fe  fe  4  3n^dui  Ffe,  cjq<0  3^7  ditl  7f4  Pfepn;  tji  dfe  ti 

^fddl^i*^  41  fed  feed  qdT  77fefe  yi41d  fenffe  Tdfe  didd  7m  t, 
Tifed  mfe'  fe  fern  m7  rnifemi  ti  ffe'  4  fern  tt4  femppm  mr 
mffen,  fen7  mi  m^mi  mmT  fernm  mi  7-41  ymi  7jmmn  fe  ffeqm  ml 
fenidd^  ^  ffetm  mim  ti  ffe  ffermi  mil  tl  fefe  mil  fedddi  ti 
Sddysfe'  mmi  3qf?4l'  ^  d'm<dd  m7  mm  44  ^  mumn  mm  ^m  fe  mizm  mm 
few  mm  mrai  ti 

rnddfemi  miT  mfetfe  mimm  mm  m^rmn  fmmrnffm  mimife  mmi  ^tm  m7  rnirnife 
ti  d,<sd  cilmPyd  mimTmmd,  fe  mFirnTTm  4  Pri4  m4  t,  Fm  ymi<  t:  4lfe 
dfecR,  ^mm  femiF,  fefegmm,  mfe-mfei  ^  mmi  mmimm  ^  mdmpimd 
t:  mim^mi  ^ ,  miftrgmlm  ^  fe  mrnmmli 

mffermri  m4  yilyRm  mffenmm  mdmnfe  4  tmm^g  mfem  mmfe  mnn  mmi 
ti  F7mn  dwim  rnifemi  m4  t-77g^  ^  ffei  mi4  micdi  mmmi  mm  Tpmm: 
miffemm  4k  4kr41  m«n  4  mnffe  4fe  mcTrm  4  77mm  mmjm  ffen  mmi 
ti  fm  W7,  tmm^g  4  mr^mm  4  7mm  m4  yiPm  4k  mrmk  mimmi  4  ffe 
4H1 4fe4'  m4  3n7immi  mil  mmi  ti  kmmmdg  4  ffem  fmrnm-mrTj  4  mm  4 
Tjmm:  fefe  4  mfed-mkm  4  d^rnPmm  3713  mm4t  mn  mm  mmd  tkn  ti 
mdifernmum  7jmmR  41  femr  ftfe  mmmd  mn  mkmm  4mi  t  mmi  3rm4 
mmnfem  4  4mi34'  mn  mmkmn  ^Tmr  ti 


Different  forms  of  traditional  theatre 


Tamaasha  is  a  traditional  folk  theatre  form  of  Maharashtra.  It  has  evolved 
from  the  folk  forms  such  as  Gondhal,  Jagran  and  Kirtan.  Unlike  other 
theatre  forms,  in  Tamaasha  the  female  actress  is  the  chief  exponent  of 
dance  movements  in  the  play.  She  is  known  as  Murki.  Classical  music, 
footwork  at  lightning-speed,  and  vivid  gestures  make  it  possible  to  portray 
all  the  emotions  through  dance. 

Dashavatar  is  the  most  developed  theatre  form  of  the  Konkan  and  Goa 
regions.  The  performers  personify  the  ten  incarnations  of  Lord  Vishnu-the 
god  of  preservation  and  creativity.  The  ten  incarnations  are  Matsya  (fish), 
Kurma  (tortoise),  Varaha  (boar),  Narsimha  (lion-man),  Vaman  (dwarf), 
Parashuram,  Rama,  Krishna  (or  Balram),  Buddha  and  Kalki.  Apart  from 
stylized  make-up,  the  Dashavatar  performers  wear  masks  of  wood  and 
papier  mache. 

Krishnattam,  folk  theatre  form  of  Kerala,  came  into  existence  in  the  middle 
of  17th  century  A.D.  under  the  patronage  of  King  Manavada  of  Calicut. 
Krishnattam  is  a  cycle  of  eight  plays  performed  for  eight  consecutive 
days.  The  plays  are  Avataram,  Kaliamardana,  Rasa  krida,  Kamsavadha, 
Swayamvaram,  Bana  Yudham,  Vivida  Vadham,  and  Swargarohana.  The 
episodes  are  based  on  the  theme  of  Lord  Krishna  -  his  birth,  childhood 
pranks  and  various  deeds  depicting  victory  of  good  over  evil. 

Mudiyettu,  traditional  folk  theatre  form  of  Kerala  is  celebrated  in  the  month 
of  Vrischikam  (November  -  December).  It  is  usually  performed  only  in  the 
Kali  temples  of  Kerala,  as  an  oblation  to  the  Goddess.  It  depicts  the  triumph 
of  goddess  Bhadrakali  over  the  asura  Darika.  The  seven  characters  in 
Mudiyettu-Shiva,  Narada,  Darika,  Danavendra,  Bhadrakali,  Kooli  and 
Koimbidar  (Nandikeshvara)  are  all  heavily  made-up. 

Theyyam  is  a  traditional  and  extremely  popular  folk  theatre  form  of  Kerala. 
The  word  ‘Theyyam’  is  derived  from  the  Sanskrit  word  ‘Daivam’  meaning 
God.  Hence  it  is  called  God’s  dance.  The  tradition  of  worshipping  of  spirits 
of  ancestors,  folk  heroes,  and  deities  of  various  diseases  and  ailments  can 
be  traced  back  to  ancient  times  in  South  India.  Theyyam  is  performed  by 
various  castes  to  appease  and  worship  these  spirits.  One  of  the 
distinguishing  features  of  Theyyam  is  the  colourful  costume  and  awe¬ 
inspiring  headgears  ( mudi)  nearly  5  to  6  feet  high  made  of  arecanut  splices, 
bamboos,  leaf  sheaths  of  arecanut  and  wooden  planks  and  dyed  into 
different  strong  colours  using  turmeric,  wax  and  arac. 

Koodiyaattam,  one  of  the  oldest  traditional  theatre  forms  of  Kerala,  is 
based  on  Sanskrit  theatre  traditions.  The  characters  of  this  theatre  form 
are  :  Chakyaar  or  actor,  Naambiyaar,  the  instrumentalists  and  Naangyaar, 
those  taking  on  women’s  roles.  The  Sutradhar  or  narrator  and  the  Vidushak 
or  jester  are  the  protagonists.  It  is  the  Vidushak  alone  who  delivers  the 
dialogues.  Emphasis  on  hand  gestures  and  eye  movements  makes  this 
dance  and  theatre  form  unique. 

Yakshagaana,  traditional  theatre  form  of  Karnataka,  is  based  on 
mythological  stories  and  Puranas.  The  most  popular  episodes  are  from  the 
Mahabharata  i.e.  Draupadi  swayamvar,  Subhadra  vivah,  Abhimanyu 
vadh,  Kama-Arjun  yuddh  and  from  Ramayana  i.e.  Raajyaabhishek,  Lav- 
Kush  Yuddh,  Baali-Sugreeva  yuddh  and  Panchavati. 

Therukoothu,  the  most  popular  form  of  folk  drama  of  Tamil  Nadu,  literally 
means  “street  play”.  It  is  mostly  performed  at  the  time  of  annual  temple 
festivals  of  Mariamman  (Rain  goddess)  to  achieve  rich  harvest.  At  the 
core  of  the  extensive  repertoire  of  Therukoothu  there  is  a  cycle  of  eight 
plays  based  on  the  life  of  Draupadi.  Kattiakaran,  the  Sutradhara  of  the 
Therukoothu  performance,  gives  the  gist  of  the  play  to  the  audience  and 
Komali  entertains  the  audience  with  his  buffoonery. 


^rT  3TWIIM+)  ^  ffe;  <FHIcMF> 

CREATIVE  ACTIVITIES  FOR  STUDENTS  AND  TEACHERS 


fTT  'R'  RttllFf  RlH  fFFFt  T^  3TFFF  Ft  trlF>4  T?  : 

-  FRF  Fit  Fifed-.  FTTF-ftfert  FTT  fe, 

-  FKdlF  FF  H'lllfel'1, 

-  dW  -H J H cl  Ft  IfeEF  3TTFTF, 

-  fsrf^T-T  siNt  Fit  3Tl^t<ilPi'+)  FTFIRt, 


In  this  package,  students  can  get  detailed  information  on: 

-  the  essence  of  Indian  traditional  theatre  forms 

-  the  psychology  of  the  Indian  people's  life 

-  different  dimensions  and  aspects  of  folk  music 

-  ritualistic  traditions  of  different  regions  of  India  and 


-  dW  FTFT3lt  F>t  3REF  TjfFFT  I 


-  some  unique  aspects  of  folk  art  forms. 


F?T  Fp5  'iRlfeFFT  TJflT^  Ff  t,  fFFFl  3TTFR  FT  felt  cf^TT  Ffe  fe 

^  Fraf  ff  dHRlu  fen  ft  ttfftt  ti  f^T^fe  Fit  t^ttf  fer  ftft  t  ftp 
frfRft  dTzn-vIrdR)'  ff  sqpfefe  fe  ThfeFFT  Ffwr  fef  Fit 
^t  ff  ■i'HshH  fRi  ^nrt  fenfert  tt  frfRft  nfef  Fit  Tffe^fe 
felfe  fet,  TTT«T  Ft  3  FHTTH^IF  3  MhU'fh  fe  fRlF>dl  Fit  FTFFT 
FFEF  Ffe  in;  3TfefF  FF  FFT  TTFTFFTTTF  TF  Fife  tl  FTTFflFT  FTZFt' 
Fit  TFF,  TRTtF  FFT  FfeT3tt  Tt  3TFFF  feiT  FFFF  FFF  Ft  fen  FT 
TTFTFT  tl 

1.  FRF  Fi  fFfFF  $tFt  Fit  3TFFt-3TFFt  TTR-^TfFFT  fFYtFFRt  tl 

FFFi  TTTfFFT,  FFFT,  '•JcF,  FTFF  Ft  Fit  t  FTFFFtt  FT 

TTFFTt  tl  fetF  fe  FT,  MITMRFi  FTFFt  ^  ffeF  FF  3T«FFF 
feT  FT  TTFiFT  tl  FfF  Ft  TTRTRF  fett,  Ft  FFR  tf  FFTFPjt 
FFt  Hit  Fit,  Ft  FTF  ettFi  FTFFt  Fit  3d -it  dFidfe  ttcft  t  fFT 
Fitf  Ft  3TFfFF  Ft  TTFiFT  tl  MITMRFi  FTcfe  Ft  'JuilFdt'  ^ 
FTTT  TJTfsjF  tl  iFTFFi  cfe  FF  FFT  FTFT  FiT  Ffe  FT  FTF 
FFT  tFFf  ^  fe'  fFdFIlfl  f?TFFi  FTTFffe  FTFF  tf  FiRt  FR/t 
FTct  fetf  3  FTFF-^KMdl,  FTRT,  %RfFT,  TFftF  fFTTfF  ^ 
FTt  tf  Fidt  Fit  FTFFFtt  felFT  TTFit  tl 

2.  3TFt  fFFIdF  tf  FITFRf.  FT7F  3TfFtFT3tf,  FfFtfef  FFT  FTTt 

TRFi^  3RF  felt  Fit  ^eTTFR  dii4>fiidiif  3TTFtft3TF  FiTFt  diftqj 
FTnt  Rnt  fenffet  FT  fFTFFit  Fit  Ft  FnfFFT  FFt  FRFT  FlfFTI, 
FT^  ^F  ^  fett  Fit  Ft  FTFtFTTt  Fit  3TTTTTF  FFTFT  FTfel 

irrt  afer  fe  fftttrft  wtF  tft  ft  fu'tRfi  ftff  ttferf 

^  feiTTT  FiT  FFF  FTFTFTFT  FF  Tfeni 


Some  activities  have  been  suggested,  on  the  basis  of  which  one  can  use 
the  printed  pictures  as  well  as  the  text.  Teachers  are  suggested  to  give  an 
idea  of  the  richness  of  Indian  traditions  through  instructions  in  theatre 
forms  as  also  the  ideals  forming  the  basis  of  these  arts.  This  will  give  the 
students  an  idea  of  the  aesthetics  underlying  these  forms,  and  also  by 
inspiring  them  to  create  in  the  masses  new  aspects  of  entertainment  and 
enjoyment,  which  might  culminate  in  establishing  a  new  sociology  of 
interest.  The  performances  can  be  staged  after  learning  about  traditional 
theatre  forms,  its  rhythm,  music  and  postures. 

1.  The  different  regions  of  India  have  their  own  special  cultural 
aspects.  These  aspects  have  to  be  noted  down  systematically,  so 
that  regional  literature,  art,  dance  and  theatre  forms  can  be  referred 
to  by  everyone.  Especially,  the  crafts  of  various  traditional  theatre 
forms  can  be  studied.  It  may  sound  strange  but  true,  that  it  is  the 
common  people  who  have  perfected  certain  techniques  of 
presentation  on  the  stage  or  platform,  which  can  astonish  anyone. 
It  is  people  like  them,  who  are  storehouses  of  information  and 
techniques  about  traditional  theatre  forms.  Teachers  should  find 
out  these  masters  of  the  art  of  acting  and  introduce  their  students 
to  them.  With  these  old  masters  of  theatrical  traditions,  teachers 
could  enrich  their  own  information  and  communication  skills  as 
also  that  of  their  students,  with  theatrical  terminology,  context, 
costumes,  music,  etc. 

2.  Workshops  should  be  organized  in  the  institutions  with  the  help 
of  artists  of  traditional  theatre  forms.  In  these  workshops,  not 
only  the  students  and  teachers,  but  also  others  interested  in  theatre 
and  its  various  aspects  should  be  invited  to  take  part.  This  will 
lead  to  the  development  of  traditional  theatre  forms  on  both 
regional  and  national  level. 


3.  3lR  Ry  R  RR  yR  MkRRy  yiZy  yyRl  R  RR  R  Rtt  uR  3. 

Rk  f?T8J5F?r  R  ^Rd  4> 3d l  -c||Ri3l 

b  RR  yi<Rl<+,  y«TT  yRy  ^T  yy  3TM^H  yyTT  yrfR,  fRyR 
W3  RR  fRiyi  'qRcT  R  fyf*R  MltRRy  y^R  R  RR  ftr, 
ct><nichl’Of  R  Rid  TR3I  Rid  dl<33iR4l  R  Rddl  R,  ddRl 
TjR  cT?n  drkRR  %3RT  yRl  R  yy  eft  yR  RRl 

5.  3TTI  Rsjid3  3  WrfcfT  yiRf  R  Ryy  dri^R  yfriT  yrfRri|  RR 
fRnfRR'  yyi  fRaiR  R  iJ33^d  Rt  yryT  yifR,  R  RRyy 
cT^TT  W1  R  3Rgfd  R  yfxyijR  yyR  yy;  yR| 

6.  Rl  R  MlRRck  yiRf,  yyR  TFftcT,  RT'JfyT  SrRy  R 
M fd -M I R  l d 1 RR  tR|  yrfRj;i  yyR  %7R  yyR  yyR  rT^TT  RRfi 
33T3mf  R  MRRld  RR  yy  Ryy  fRRyn 

7. 

7.  75TR  R  RRfT  3TjryTyt  7TSTT  WltR  ^TS3  wff  R  SRlRy'R' 

^  TJel  Rid  I  R  RmH  y  t-HStd  R  fR[  yyy  WT!  diRM,! 

g 

8.  ^yR  ^toR  R  yyjy  fRR  yR  yR  MiRRck  yiRf  R  3tR  Ry 
R  WIT  R  SPjfR  fRqr  ^TFTT  RR71  ^yR  RRyt  33R  T3 
R+ddi  yyr  fyfyyy  yy  didicH'Ji  yRyn 

9.  ycy  tRt  Ry  yyiyi  ^tptt  RR,  RrR  yT«yq  R  yyyyRy  yyT  9- 

fyyyryRy  yRymiR  yyiym  R  y^p-idi  yycR-i  yyjRr  yT 

yRi  10- 

10.  RyfR  yiyyRRyf  yy  Ryytfy  Rr  fRyr  yryr  yrfRj;  yyr 
yR  fyfRy  yfyyyR,  Rf,  ^wR  R  yyyfyy  yyR  yy  yyry  R 

Ri  ^rR  3T5TRT  yrynyyR  yyT  Hi<dRyiR  R  yR  R  RRf  R  1 1. 

yyyyyR  tR  yRRi 

1 1 .  Ryy  R  yR  R  «iRi  yy  yiRR  R  yyiyi  «imi  RR,  difR  Ry  ^ ^ 
R  ,  yTdiyyy  yyi  yyR  ^R  3yy  yRyt  R  R  yfRR 

R  yRi 

12.  "RyfR  yiRf  R  3R  yR  -jR,  y?j-yRR',  yyR  yyT  RR  R  13- 

yR  R  ayyyy  yyyy  RRl 


Students  and  teachers  should  be  encouraged  to  watch 
performances  of  traditional  theatre  forms  taking  place  in  their 
region. 

Provincial  and  national  trips  should  be  organized  so  that  students 
and  teachers  get  an  opportunity  to  study  different  forms  of 
traditional  theatre  and  meet  the  artists.  It  would  be  better  to  draw 
up  the  list  of  artists  to  be  contacted  during  the  trip. 

Teachers  should  organize  frequent  performances  of  traditional 
dance  dramas  in  their  schools.  Students  and  teachers  who  excel 
in  these  activities  should  be  given  awards  as  well. 

There  should  be  frequent  competitions  of  plays  and  music, 
costumes,  etc.  associated  with  these.  This  will  act  as  incentive  to 
perform  better  and  at  the  same  time  acquaint  them  with  different 
dimensions  of  the  theatre  forms. 


Students  should  be  asked  to  study  the  various  ritualistic  contexts 
of  traditional  theatre  forms,  their  mutual  dependence  and  influence 
on  each  other  and  also  trace  their  roots. 

Traditional  theatre  forms  being  performed  in  other  languages 
should  be  translated  in  their  regional  languages  which  will  lead  to 
atmosphere  of  exchange  and  closeness  at  the  level  of  languages 
and  literature. 

There  should  be  a  fund  for  helping  those  upcoming  artists  who 
have  talent  and  need  financial  help. 


Artists  and  others  associated  with  traditional  theatre  forms  should 
have  their  biographies  printed  and  published  in  the  various 
branches  of  the  media.  This  will  give  information  to  the  reader  of 
unknown  artists  as  also  lesser  known  art  forms. 


The  art  of  staging  and  presentation,  should  be  described  in  depth 
so  as  to  introduce  the  students  to  stage-decor  and  other  minute 
details. 

The  flowers,  animals,  birds,  cities  mentioned  in  the  musical  meters 
used  in  the  verses  of  traditional  theatre  forms  should  be  carefully 
taught  and  studied. 

The  musical  instruments  used  in  traditional  theatre  forms  should 
be  understood  and  students  trained  to  play  them.  There  should 
be  a  collection  of  these  instruments  in  the  schools  so  that  students 
can  play  them  when  the  time  permits. 


13.  RTRR-fff##  R  RT#  RTR  RRT  #1  RSR^  f\  RRRR 
RRT  RH#  3W1  #P  fw  #  ^TTft  RT#RI  RF  #  W  #TT 

rt%tt  %  RiiwVi  #r  rhrt  rt  cul-w  Uuwy  #  rr  #i 

RHRTT  RRRTRRRH  3WT  FTRT  #011 

14.  f#TMR  #  #RTR  RT  MK'-lRcb  RTE#  RH  e>l#4H  #  oTOFTT 
"^rr%TT,  Rif#  RRt  chdlrH4i  4ldl4JIJl  #t  f#4Pd  #  H#l 

15.  4khPtr>  RTS#  #  ^T  RR  TTRpRR  RTR#  qj  fc^ldd  R  TT§ 
RR#  f|  S#  7TRR-RRR  RT  #RR  fTR  'RPTROTl  RRT  Hd  ICdH  1R 
f#RT  PIT  RRkTT  tl 

1 6.  R#  1JRTRT-#RTRTTR  f#JMR  #  ^RiMR  R  T#P  ^TT  RRT#  |, 
f##l  pRTRRTf  Ref  f#JTf#RT  RTT  MrH  mRmRcT,  RTSR  #pRRT  #t 
RM^ld  #  R#l 

17.  PdtllHd,  #T  Ref  f#HT  RTT  RT  FR  W1  R  R#j  #f#RT  #ft 
RTf#r,  f#TRT  RT«RR  R  RRdddld  RftfRR  RT  RRTTR  RR  R#| 
IR  3TRRT  RT  R#  ###,  RTRRfRHT#  RRT  RTRRtRkTT  RTT  # 
RRT  RFlRTI 

1 8.  TRRt  #  MrH  RTTRRRT  (Rich  HI  id  I  #  RTRRlcRRT  3RRRH  #  f#T 
RTRT  RfTRT  RT#Rj  ^T#  RTTR  #  ##RRT3Tf  RRT  RHRTt  R1R#RRT 
RTRRT#'  #t  RRRRT  RR#  RT  R##l 

-H I  RJ> Pd <*>  did  RR  yP^lRR  #5;  'gITT  rfRTT  RR  ’#TR  RRT  TRT  RTRfTfRRT 
R##  #  RRRR  #  ?5TRT  RRT  f#RRTf  R"  RT<HTTRRT-3#HHR[THRT  ###[ 
pRRipHd  RTRl  RTT  RRcR  RTTHT  RT#RI 


3TTRR  :  #  RRFR  R1RRT 
RRTRR  :  f##  ## 

RjfR  Rf#? 

fir#  3TTRR  :  RT°  T#RRTR  #RTTRR 
3##  3TT#R  :  #Hcil  Rjfd  RtRST 
fRR  :  3TfRRT  RTRf 

RfdR  RRRFH 
#  3Tf#TTR  RRfpRT 
R#R  RTRRT  3RRTR# 


14.  The  schools  should  have  pictures  and  paintings  on  the  walls 
depicting  the  world  of  the  theatre  so  that  there  is  a  constant 
awareness  of  the  various  aspects  of  the  subject  in  the  students. 

15.  The  schools  should  collect  visuals  and  other  relevant  material  on 
traditional  theatre  forms.  Regular  viewing  of  these  can  help  in 
familiarization  and  appreciation  of  these  theatre  forms. 

16.  There  should  be  a  collection  of  books  and  magazines  on  the 
subjects  of  traditional  theatre  forms.  A  bibliography  should  be 
readily  available  in  the  school  library. 

17.  There  should  be  frequent  seminars  and  meetings  on  issues 
connected  with  theatre  forms  in  schools  and  on  regional  and 
district  level  so  that  there  is  a  better  assessment  and  appreciation 
of  contemporary  conditions  and  situations.  It  will  inspire  to 
generate  new  viewpoints  and  nascent  thoughts. 

18.  Students  should  be  encouraged  to  make  comparative  study  of 
different  theatre  forms.  This  will  lead  to  a  better  understanding 
and  appreciation  of  the  regional  variations  and  their  cultural 
structures. 

The  packages  produced  by  the  Centre  for  Cultural  Resources  and  Training, 
and  other  similar  devices  should  be  used  to  enrich  the  artistic  sensitivity 
as  also  the  acting  talents  of  the  students,  inspiring  them  to  attain  higher 
goals. 
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1.  cTwn 

dHlifll  HSKlHi  Rt  RlfTOflR  atRRTFR  few  FI  ciHIVll  TOgT  TOTOtt  RTO  tl 
r-A[/A  cii‘11  Rft  H I  —M <r1 1  t  f^TT  Tilted  c+il 0 H ,J -S cd  RF  TOT  31 {'A  ^A I H I P q  [  t 
MtfKIW  3TTT  RHliR.  te  tlRIddl  tef  R  ed'lRNfed  te  TOTTRI  Rt  tt3RT 
TO#  RRTRTT  RFRT  gr  fRRTI  Rp5  fesfe  R  RdigRIT,  RRT7TT  te  gfett 
WR  Rt'aa,  'dl'lT'-M,  RfttR  (fTOR-fTOR  RRTT  te  RtfRR  RRWTO)  te 
cdlR  UM  T5F  'IIHd  R  'a H  Hd  FtR  curl  cT®IT  A  A dl  d  A  RT  3TTRTftR  d'dldl  t 
Rdltedd  Rt  rfefm  feRT  R  RTTOTT  IK  FTRI 

TJRRTT  (7TTFTT),  gTW  arfTOTRT  te  TO:  wild-dilT  tet  Rfefea  WTa  t 
TRRR  RT  Wat  tl  NT#  iFIdtel  RT  FTRTrRR  ftRfe  tet  t,  R  terft  Ft 
aWdl  dfd  RR  a>Td  tl  dliw  te  *^cd  afe  Rft  yTgPi  geseHd:  arftedte 
(gTRt)  RTRt  FI  gRTJTR  tefRRT3TT  Rfet  RFTT  te  teftrSil  ftRRT  TOTH 
R#  TOtedte  Rcftet  FTRt  tl 

RRT7TT  RR  atfRR  FRR  TOR  t,  feTTRT  TWR  RTTcft  TOPs'cR ,  TOR  RRT 
RTFR  fgqr  Rt  TOJ3  TORI t  tl  RTRTWR  te  dlfc=h  TOT  TO  TORT 
3TPRR  RRKRR  RTWR  TOR  RT  3TFTTTTT  ftaTRT  tl  TOW  3RR  RlfRR  3TtT 
TTTRTfeR  TtpT-pTdMI  R  RRcT  N d d  tl  TOW  awroffRTaR,  RTRRplHIR, 
FTagSTT?  TTTRTWR:  RTTTOfRR  3Tfr  RRtRTTrRR  6 Id!  tl  Pwd  RTTJ  R 
affRR  3TR  TWTRTR  TORI  TO  -1 1 d  TOt  TF  FI 

2.  fTWT 

TORT  te  gWR  3TTRTOR  t  -  aiRRt  te  graft  -  3TRfgRRF?TT  aft  Rtaftl 
d/tel  dr'T  Well  R  TOTTTOR  Sldl  1 1  FRR>  THI-sl  RFdt  RT  3TFFR  i^RI  gldl 
t  fR  tt  R  RF  gstFIT  RTTOR  TOT#  eWcft  tl  TOT^  Rdt  t  tfcft  t 
cTRT  tt  t  ■'JRR  Fit  tl  R^  t  RfrFTjt  RRT,  TORT  t  RTZet,  RRf  R 
HlPd'dl  Rt  5Tlrl<  3lk  RTR  R  RTOltl  RFT  RTcTT  t  fR  RFTWR  R 
1  HiTTOT-TJTOTt  ’  RTRR  RTWftR  ifct  t  -  TOTt  RT  fRRftR  TOT  RTOft 
^JTO  tl  RTTOfa  RTRT-RRT  R  RTR  R  TORTflR  TOfTORR  afc 
^JTO  ■gSTT?  3ltR  TRT  Rt  fHWftT  RTOt  tl 

TOT7TT  RT  RR  RRtd  R  RR-RTR  dn-dl  ttcTT  tl  TOT^  R  TOt  el'll  ftR 
RTR  tl  RR  R  RTWftR  ttRT  TOTTR  TO  3TO  fRRrft  Rt  troft  Rt 
■fTORTR  Fit  RRT  tl 

RRRt  RR  RTRR  R  TOT7TT  $ddl  TR-RR  RR  t  fR  RrTTRTTf  fRTOT 
fTOl  'JR,  TW  RTORT,  RR  R TO  RRTTR,  RR?ft  RSRT,  RTR 
RRTR,  RRtRTt  RfeRT,  RRTOT  RRtrT,  RJ  ^R+i,  PddNI^  RTOTR 
RTRRT  'tt  RRTRTTl  ^  RR  TOJTRTT  t  Pd T1,  RT  RRt  t,  fRRTt  3TMHI 
TWjnf  af|qd  RR  RRT  TWTRT  Rft  TOTOT  RT  Rlttg  RHpfd  fRRI 

3.  WRRTT 

TORT  31RTO  WTTO  RTOT  RTTO  TOTRTITO  tl  R^TWR  WTO  RRTT  ttcft  tl 
“JRTftR  RRTTRt  TO  STTRTfW  T3cT  ‘ RR '  ^  STOW  ttt 't  46^  RTORTR 
RT  RR  -  lltt,  RWT,  RlfRTT  RFR  fTO  TO  RTRT  RTt  -  3TRRT  RTR  t 
RRRt  ^3  RTTSt  tTT'^RT  t  -  RTRT,  ^ul^ul,  TOR,  dld+1  3ltT  'SRtt 
R  ^TlpRd  RR  TO  3TTRT  t  aftT  RRt  3RRTR  t  R^tR  RRTT  RTRT  tl  FR 
1jttR  Rt  ‘RR1  RFt  tl 

rr  R'  ‘rrtoT’  R  ‘RtrofR’  Rft  TOgftr  Rt  RTcft  tl  ‘  <fldh'  TOId)  ^  R 
tWr  RlftcR  t  <J)UJ|rfldl  RT  tt.T^R  ^TOT  TOT  tl  TWf  fWT  Rft  fRfTOR 
RTRTOTRf  Rt  RRfR  RTRT  tl  tlH'tlVl),  Rzt  RT’JRR,  3TR#a,  ttRTRt 


RTTO  R  ‘RR’  TORR  RfTTfe  RPR  RT  ^R  tl  RRTCTT  R  3T^R  RtTlfRR 
RTWf  RT  Rt  RTTOfRRR  FTRT  tl 

RRTRTT  R  TOR^JR  RRT  Pi  IP  d  d  TW  RTRRT  RT  RRW  dldl  tl  TTRt  R  RRR, 
tTRt  3rtr  Rtrj  RT  TOKT  RRTTR  t,  fRR^  TOR  TTRT  RT  Rt  RRtR  fRRT 
RTRT  tl  TORT  Rt  «RpT  R  RRTTO  RTt  RFTOR  RRRt  tl  RRTRT  R  TOR  t 
TPRTlt  Rt  RJTlt  TO  fRRR  ftTRlt  RWt  tl 

4.  F7TTRRR 

RTTR  t,  RtRR  sftr  TORT  t,  TOTTRRR  Tt  TOgRtRWT  Rt  TTRT  TOfRfRRfTTR 
RTft  RTRt  tl  RTOR  fTOj  R  fafro  3TRRlff  RT  RR  RT#T  TORT  tl  fTOJ 
RRRFT,  TOTOT  Rt  TOJRTT,  RWTORT  aftT  RTTOTRRf  tl  TOTTRRTT  ^  TO^TTTT, 
fro3!  R'ldld  t  RrTO,  RTTF,  ^ftTF,  RlMd,  TO7JTW,  TW,  ^RTO  (RT 
RTOTW)  3TRRR  fTOT;  t  TOT  RfRR  ^  TO  t  STRdRd  tftl 

RTTR  R  TOTTRRR  R  TOgRtRTR  Rt  TTRTTTR  RTO,  3WR  t  RtfRR  RtRTOT 
T^R  3Ttr  TORT  TPR  R  RF  TTRT  RRR  3TfRR  TOTOTR5  tl  FRTTRRTT  Rlt 
TORRTTTOT  Rt  TOTRRR  TO  tt  RT  RR  TOR^R  (  12Rf  RRT^t)  Rt  TORT  t, 
frotf-t  -  frog  ^  tot  RRRrff  rt  ‘ttR  TOfroR'  ^  to  R'  wfa  fRRTi 

5.  TOfTTRraTR 

RfRT  TPR  3Ttr  RTfRTO  ^R  f  TOTTRRTT  ^  TTTgRtRTTO  Rt  TW  tt  RFt 
PlvlMdl  RF  t  fR  TtR  Ft  RT^RR  t  RTORTR  ftroj  R  TW  R  SlfRR 
3TRRTTT  RT  TWTtR  FtRT  tl  TOTRTRRTT,  ^fHTORRTT,  TWTRRR,  ^WRTRRR 
RT  TTTTJRtRTTO  TOW- TOW  tt  FtRT  tl 

TOTOl^TTTT,  TOgRIRTTO  RT  3TTTR  Tjtw  TT  FTRT  tl  WTRIRRTT  R?t  RRT  R 
RRPgT,  WT  Ft  t  ttf  Rt  ^TTRT  t  RWFRTt^  ftwj  TORT^T  RT  RR  RT 
^  ttf  Rt  ^  TOt  tl  TOTTRRR  R,  RRTgT  TWRTJTTTT  T3TWTRR  3TtT 
fR^RR  <0dt  TOR  3#WtR  RTRT  tl  sttr  RfpR  3WRTTt  RTOfR, 
RtRT  3Ttr  RFRTO  ^  TOTTRRR  R  RTgR  RFt  fRR  Rlctl  RRfRRR  ttr 
RTTFTRRTT  RT  TOTJRtRTTO  FtRT  3WTOT  t,  RtfRR  FR  TORlff  t  TWfRR 
RFTfRTO  Rt  fRTPT  RFW  RFt'  fTOTT  TORTI  TOTTRRR  ^  TTTJRtRTTO  t  TW 
sftT  “Jl  Ft  Rt  dlelistf  RT  TW  t  3TfRR  RFW  tl 

TOTTRRR  RT  TOWTWR  TRgRtRTTO  RfTO  ^  TTTO  TO5R  Ft  tf  FtRT  TORT  tl 
tfro  ^  tRRT  Ft  Rt  RF  RRTT  THpfd  Rt  TOcft  tl  *WTRT  ^  TTTR  "jctOl 
RRT  TJTOT  3Ttr  h4U  ^  RTF  TT  RTtRR  FtRT  tl  RF  t^r  TTRR  Rft 
TITRTRRT  tl  FTW  RTRRRRTT  RT  TWTRTO  RFf  FtRT  tl  TOTTRRR  R  TTTgRtRTTO 
R  TOW  RIRl  RT  tt  TWTRFI  t  "tt  FTT?T,  RRTTT,  tJultjt,  Rift,  FR, 
RtrRRt  atr  wrotti 

6.  F^INdK 

TOTTRRR  Ri  TORf  Rt  tw’JTO  RTRTWR  Ft  Fttt  tl  T^ttR  TOPRITOT  t  RWRR 
^TTTO  (  lORt  RRTWt)  RT  TORlftR  RTRR  TOWTTTOf  RT  TWTRFT  FTRT  tl  Rt 
TTRTTOf  t  'gsttf  RT  TIRW  FtRT  tl  t  'gtsfe  TTRFt  ^  3^T  RFH  Rt  gwt 

^  Rt  Ftt  ti  TOtro  rt  -grater  tent  tort  totrt  ti  Frwft  gm  tt  tfe  te 

tRRTTO  te  TTTR  Ftctt  tl 

RW  fRR  t  TOTOT  te  TOR  Rife  ttl  ftlfe  tt  t'l  TOTO,  Rife  3TR  ftlfe 
te  RTF  TOft  TlfFR  TRTRRt  TOR  TOT  TOTRt  FI  TRTRtft  RT  TOR  TOT  TOTO  str 
TOTRTR,  ^JW  te  TOR  Ft  FtRT  tl  3TRTR,  FRt  RT  RftR  srftRtR  Rlt  RTct 
RcTTRR  cTRFt  t  RR  TOtT  Rt  RTOT  t  RTRt  tl  RF  3TFTTTTT  fFTTlt  te 
fet  fR  ttl  RTFR  TOT  TWIT  t  l 

7.  ^WTOTTOg 

frronRcTH,  WTOTt  RT  RR  TTRFRf  RRTRt  te  oWTOT  TOW  RT  TOTRT  RTRT  tl 
tiled  te  RfteTRtel  FtR  t,  TNI  TORRTF  t  FTT  ttrft  TOT  tTOPT  WTR  fFRT I 
TNI  TORRTF  Ft  t  ^hwflfd  Rt  tt  TRRT  Rt,  Rt  ^iUJllddH  RTTRRTRR  FR 


3tPtri4  3w  ti  3jtwt^t  te  ^wro  1,  at  war  -terra  tf  ftRR  t,  rf 

^W  RTRR,  TOftTRt  TOT^R  fRR  RTRT  tl  RRTRR  farfFTR  RTRT  TOftRff  t 
Ft  wt  tl  Rt  RTRlftete  t  RFt  RRT'JTOT  tetr  RR  TTTOT,  FTT  RTFR  teeft 
Rt  frotR  TOFTR  TOFW  RTRt  tl  RTRTRTOT  Rptd^dd  FtRT  tl  ^TTOFFgte 
3TT3  3W  3W?7Rrj,  Rit/edWte,^,  Wmftel,  RTWWT,  WWTOJ,  RTW 

tetet?  Rte  wtertew  ti 

TOTTOTI  jTTIT,  ^uJlldcl^RT  TOTTM  FtR  TOWRR  tetr  RTFRf  t  FtRT  tl  rgFrW, 

tterr  (T^nRirw)  tetr  arw  rtr  RTFRf  te  rtf  te  wrt  Ft  te  rttttrr 

R^rtt  RTt  te  TOR  TOR  RT  wt  tl  FTTR  TOR  RR  3TTTOTT  FtRT  t,  RTt  te 
RTTOT  RTHIRTt  te  %t  3?tT  RTR  Ft  tFTRTt  tt  tl  rilddR^  3TRfe  gTOTTTO 
te  RTF  Ft  RTTRfRR  RltRTO  TOTTR  FtRT  tl  RR  te  TOR-TTWIR  "tg  FTT 
RTt  te  THpdPdd  TTR-Ft  cdwsl  tet  RtfRWT  Ft  Fttt  t  RRT  TOR,  wft  TOfe 
Ft  RT  TOR  t,  RT  ^R  Ft  Rftfte  te  3dfdfTRR  TTRTRF  rgdRR  TFRt  tl 

8.  gWTOFFH, 

tero  ^  t  Rrtera  fteRT  rrt  fte  ftt  rtfr  rttott  te  3rra  aw  rt  tor  ti 

3WR7T^,  TORTO  3W  RT  TOR  tl  FTWf  TORRggWR  te  TOW  tet  FRlfRT  RRT 
ti  RRiaff  te  argror,  gtte  Ft  t,  fero  rt  ftt  rtfr  -^rrt  t  fTOR  wtr 
fFRT  rr  t,  te  Rpt  attr  -^Rtef  rt  tort  Rirt  te  fete,  torrpfrt 
ERPT  fRR  I  teRRTate  t  RF  Pd'td  fRWT  fte  ffeg  TOTRTg  "tt  fWR  te 

3WRR  te  rto  te  gwt  tot  TOgwwro  rt  rt,  rrwI  aftr  tottoT  rt  fteam 

Rteti 

gwRFFg te  rtttrr  ftt  gteRR  rt  torr  gFT,  arfTOW  aftr  teterr  te 
Rrt  ti  gwarffeT  rt  antro  ritt  ^wr  Ft  te  iterr,  F3,  attr  Ftft  te  Ffe 
ti  tew  ftewm  t  fte  tecrrarfFR  Ffrofa,  teaw  Rfro  tet  f^si  te  tor  ftt 
rffel  RR  FT3  RT,  Rdld  Rt  STlPd  Rt  RT  TTRt  tl  FTT  fRR  te  (RTOT, 

tow')  rttjfr  atr  FRtet  ttr  ate  te  lira  aftr  rtf  rtt  te  ti  3 wditg 
tetgtRTO  te  Rigtet,  RRRTgfWR  Rt  RtetR  attr  TOFterro  Rt  tefro  tt  tl 
RteR  aftr  tetfroR,  5 te  1  totfr  Rt  -gteRRT  te  rtr  gwro  te  tor  Tteatt, 
TOTReft  aftr  ‘lldt  t  ( fRR  :  RRT,  R*W )  I 

ifWTOTFFgte  feftR  RTR  te  RTfeRTOfeg,  RTR  RtRT  RR  RR  RtFT  RTTt 
TFtft  tl  gPR  TORRTa  R^t  RTOt  3TgT,  RRTgT  te  RF  RT  Fte  fRTlt  tl 
rr  argr  Rrt  rrttt  f,  ttr  gwa  torrtr,  3ttjt  Rtet  tet  r!r  te  iterate  ti 
(fRR  :  Fite) 

9.  rpRTFFg 

gwRTcwg  te  -gR  tetcr  te  rf  Rtero  t  fte  dsn  tet  gwa  te  rrr  tet  tei 
Rwigror,  TORRrggwa,  TOftef  te  tor,  fteroTgror  Rite  rr  te  tei  TORt, 
gwa  te  gufl  ri  d'd-i  TOrte-TOt  grr  rt  te  tei  rfit  t  TftRT  fte  Rtepa 

RTT  tero  fFRTRT  tl  RFTT  t  RPWW  3TtT  TORt  te  3TFRR  RTT  fFRTI  gwa 
fteRR  Rite  Ft  RT  te  RtTORW,  Rf  TORf,  te  RR  tt  tl  TOTRTg  3ftT 
RRTPRR  Rt  TORt  RF  RRT  Ft  RFf  RFTT  fte  tef  tet  agTR  tl  RTOT  te 
3WRt  RFTclt  RT  TOT5RTRT  FttTT  t  aftr  RF  ^WR  te  SWT  te  RTsfRT  tet  Rrt 

tl 

totrtr  <j>un  te  tengw  te  rr  ara  gtet  ferrte  tet  rrt  Ftar  aftr  tefet 

RfeRT  eldl  t,  Rst  Rfe-RRW  TR  "RT  TO^dl,  fte<  TOT  '  gfs tet  tetTTOtR 
te  TTRt  Ftte  t  RR  RicdR  R  3TTRTn  RTT  rTRTFt  RT  rjRR  FtRT  tl  tet  TOT 
gate  ttte  t,  Rt  rr  rtr  te  grit  rtr  te  Rttet  teat  rt#  terF  TOtet 
ti  rf  Hite  Rite,  teg  te  ttt  artr  aiaa  te  tetri  rt  RRitet  "Rite  ti 

ftesra  rt  fete  wtr  tt  itr  rttirr  te  gra  tot  tetrw,  TOiteai, 
RTferog  te  froro  -teRar  tet  aroTRi  rttrt  ti  RtrorTgror  RTagwa  te  tet 
RTT  TO  FTT  FtRT  tl  RTFTR  te  RFt  te  TOR-TOR,  TOFTT  te  tef  te  ydl  + 
te  WTO  tei  TR  tet  RFTT  RTT  fFRT  TORT  tl  fTOR  RTRW  te  TOTOT  TR-fett 
tetfRRf  Rft  TOar,  rrt  -tet  tet,  te  RtFf  rt  fefTOR  RRRt  angroa,  tet 


wgwt,  w,  wtf  #  wfsw  sfVr  ■qr  FifwFTT  f#ww  #t  Ft#  ti 
g^ii^g#  fwfwF  wa  fe#  wt,  fffw,  gFFT,  gF,  -udiigg  WTWWF, 
fwf#ro  fwr  fe  gfet#  fff#  f  i 

10. 

Hcrfmcrfl  FFt#  gflJWg  ( toimk-R^wk)  #  felW  #  #wt  add)  fe  #ffe 
WFT  W  FWTFTWg  (H%)  fet  twfFFl'  #  %  FF#  |'l  W#k  nRft% 
gfe#FF  wt  wife  sTTfsifFW  few  fe  fts#  wfe  fe)  #ffe  #  gwr# 
f#  FTFtf#w  fewF!  ti 

gTF  Wt  FRF  WFFT-TWtW  #  FtFT  t,  FFTOFTgFW  TO  ffew  W  TC  few 
FR#  tl  FRF  F7#W7  fe  3FTW#f  fe  WRFT  fe#  fe  FFFT  WW  FFFTTg 

Phi#  ti  3hj i«H  gna  #  wtw)  w  giftwr  #  gm  Ft#  to  Fgwr  Ftfe-wra 

gW  gsgf#  #  MRqRtd  Ft  WTFT  t  I  fed  a :  Wife  ( 3TW5lf )  FTftWT 
(gk)  wt  ww  fr  ##)  t  fw F#twr?FW  wf # giftwr  wt  ggrs fwwn 
wt  ffer  wtft  ti 

11.  Hk'k-i 

gfetwr  wt  <sc*iRi  wt  wit  ftw)f  wro  #  Ft  wwft  t,  waft  tff) 
wggw  fe  few  wi  fe  fewfefe  ftff  tow  Ftf  ti  ffer  fe,  ff 
sifefe  #fro-grFFTFw  fet  giFFrw  FfewsFife  #  ff  TffeF  Ifwft  t 
fe  ttof  fefew  wwrg,  -fe#  -  wfeFiFFg,  grroiFFg  fw  wwwwt 
7TTFF  FT#  #  WWW  g^  Ft*! 

FTO#  FWT  felt,  FTWFTTFWFT  FFT  WTO  WWTTFW  TOgf#  fe  [Vm,  WIFI  WT# 
WTWT  gfe#3F  feTW  #  feFW  Wlfe-fefe  #  #Wt  fet  ##F-FTF  #3  TTFftfa 
few  WTFT  #1  TOFW  fe  gPs#<i  fet  FFF  FFjf#  gdla^cig  ffefe  fe 
^d'^ww  few  #  wt  wife  ti  Fwwwg  #  wgftrw  gw  fe  wtf  gw 

TOTgW73",  TOW,  TOg,  WffeFT  3Ff#  fefe  #  fet  WT#t  tl  gW  few 

#  gut  few  #  fwfegffeFW  fet  gf  wgffer  fefew  srjwFt'  w  Trwfe 

W  STTWffe  Fife  #1 

W  3TO5T^  fet  ffeWT  wt  3TWWTWT  fet  FT##  gf##FF  3TgT  WfTWT 
W  fet  FgWTfe  fet  feci  fet  wife  tl  WfTWT-WII  fet  fefeww  fWWvfe 

#  ffefel  FT#  fetr  3TTT#  fe  few  TllTFd  gs  wt  ITT  3TTg^3lfFW 
F[?F-FTFW  #  fefeftF  fWW  WTFT  #1 

wrfeww  wgf#  fe  g#  gf#  w  wsTWife  fe  ffeiw  ffe  ( wcFg)  wt 

ffew  tfeF  W3W  #  ffew  WtFT  #1  fWTTFT  ffe  WT  ffew  feFTWWFig, 
fe  fe  WTffeT  (wfejF)  fe  FTTF#  Ftw  #,  #  fWW  WTFT  #1 

12.  #rfe<F 

gfe#3F  #  FTTF  fetfe  -  ffe,  FTW,  Flffe,  WF#W,  Fil+ldl,  Fife  FW 
fetfefeWT  (  HRfeVFT)  -  WT  PihIui  wfe  FTTW  FTTOT  #  feFT  #1  3###FT 
3TFigTF  #WgW  WTW  ffe#,  eTOTT-FTT  ggi  (  gsl )  FF#,  #FT  WT  feR 
ffeF  WT-fefFW  ##TT  FfefeTF  WT  ##  ^1  FFfe  3TTgWF  TFWFt  fe  WF, 
TWfeW  fe#F  W  fet#  fe  FWFf  #  OTfF  (fe)  Ft#  tl 

WfeftW  WF  #  gfe#FF  FT  FTR  TTgFFT  WT  1JWTf#WR  TFT  #1  WTFTTFT 
#',  ^WT  TTgWF  fe  fe#f  #  fe  ?TT  WTFT  #  FT7TFTFT  WFT  WT  fel  3TTW  ?TT 
FWTTfFTrF  MH'tRFi  WWT  WF  fet  T#F  W  WTT  f#WKW  TRJF  fef#F  TT# 

m  ti 

13.  cfTZfT^ 

ferw  wt  FTTFftW  fewgcF  fetelfe  #  FWg  WT  fq#F  TWF  #1  Fwg 
WW  fegfe  WT  FFTWfetWTFT  FTFT  WTFT  #  3T«rfg  FWg  FFWF  Ft 
WT  gTF  #1  FTT  fewgFF  #,  itfllrHlfe  fet  fe  #WFT3#  fe  WF  #  fWWW 
WTFT  #1  felTTW  WTF  #',  FlfeF  WTO  #'  g#fe,  fe#  fet  3TTFTT3#'  fet  gWT 


fet  fw  Ffefer  fei  Fwggw  Mwf  wiffeif  sttt  3tf#  g#fe  Ft  wt  gw 
fe  TTFTF  #1 

FWgfe  FTgFtWTW  #' few,  FWtTT,  WdH ,  FTFTT,  Tl<a,  ,  FT|FW, 
feWFWg,  FrWf#  WTFT  WWT#  WT#  #1  TTW  #  3Tf#W  FFTW  T3#  WTOT  WTFT 
ggt  FPF  FTIFT  #,  Wt  fe#  few  fe  TTFTF  #1  FTT  WTFT  Wt  WWT#  W#t  fet  gfeFWTTF 
W  fetsFgFTgWFT  WTFT  t,l  FTWFTFW  Ft  FWggWT  fewt  #  #T#WW  fet 
gf#WT  fFFTFT  %  3#T  WF,  fe#,  3TFTTW,  TOTTf#  WT  «WF  TT3FT  #1  TjffeFWTTF 
fet  WWTWtFTO  FTI  WtW  WWT  #  FW  WTW#  fe  3TTFt  #1 

14.  d^Fg 

crorgfefet  #  wwgFT  wt  twfeF  ffwt  #i  wft  #  w#  wra  wt  3ttftjft 

W  3TFFWF  f#TFT  WFT  WTFT  #1  fe#  fet  TFFf#FFf  fet  #T  WT,  WTW 
WF#  #  fe#  WT,  WFT  #  .WFT  FF  #W  -JFT  #  TF  F  fe#  WT#  gg  F# 
3TTW#W  gF  FW[  FFTFT  #1 

cTOTg  fe  F#t  FTF  WFWg  fe#  feFFTg  FTF  F#  gffeFT  FfFFF  #  I  FTFWF 
fe  Tfe  fe#  gWT  FTWTWTT  FFF#  tl  W!Fg  fe  WWTWT#  fe  FF#  FT#FW  fe 
ffewfe  3#T  TWTFtF  WF  #  Wife  WT#  WTWt  g#W  WWfe  fe  F#  Ft#  tl 
gfrw  wwst  wfewt  Ft#t  ti 

TRFg  fefet  #  FTFW  WT  ggi,  fw#  gfs  WFT  WTFT  t,  WFFF  5  #  6 
F#F  FW  WW  FtFT  tl  FFWFt  3#T  feFFTOF  fe  fetF  fe  T#t  FWK  fe 
gwe  FFF#  tl  TJFT#  fet  WWfe,  FT#  fet  W#  WT  fe#  TJFT#  fe  F#t  # 
F#  #  STTgF’F,  FW#t,  d ‘ #  fe#  flisl  fet  f#WT  WT  T#  WT#  tl 

15.  d'Fg 

gTFctgTg,  wfegfeF#  ft  t#ff,  crorg  wIwftff  fewt  wt  3#fft#  3#t 
tl  FF  ‘‘JFTC  #’,  #F#  FT  FFJ3#  fe#  gwl  fe  f#F  FFTF  WTF  tl  ?F 
FTW-FTOT  #  W#fef  #  "FT,  FtfelFTF,  ?F5T  FTFlf#  FTW  fet  WFTFT  WTFT 
tl  FF  g#TT  #,  WWTWTT  fWF  FTF  fet  3##FtF  FTTFT  t,  FFWT  gTT 
FftWF  fe  f#W  WTFT  tl 

FTFTWF:  FFWWI  FTgfef  Ft  WT  FFtF  FtFT  t,  fe#  "FlfFTO  WT  ftJWWI, 
^FT  FT  f#FT  g37T  WWW,  WTFWT,  FT#t,  5rm(#l  F?#W  #FFT  fe  fwg 
ffetF  FT  FgFF  FtFT  t  fe#  feWT  FFWg  FFTT  fe  fwg,  FF  fe#  FtWT 

FFwgffeg  fe  fwg  fe#  fIwt  FFFrgf#F  fe  fwgi 

Fwgfewt  #  gfetfe  WT  fe  FF#T  FtFT  tl  WWTWR  fet  gf#WT  wt  FFW# 
W  "3FWt  FTTFfFWFT  fet  folH  fe  fWF  Ml d -1  fe#  fetfeFWF  WT  "FWF 
Ftw  tl  gfefet  fet,  twFlfef  fet  3TFR  Flffel  WT  FftWF  ##  fet  FF  FW 
WTW  FW  Wtffel  t  g#  FTF  Ft  fetWT#  WWt  fe| 


16. 

^f#Fzgg  ferw  wt  Fftfe  grr#  fiftItw  wtwwgg  f#w  t  fwFWT 
FWT-FFF  #ft#'  fe  FT«FF  F  g3TTI  ‘gfcTSFg’  WT  3T#  t  -  f#W-gW 
wt  gw  w  wffeiF  wTwi  ff#  Tfe  fe#  g?F  fe#f  ftf  fe#  ti  gf#Fggg 
fe  TFgfe  FTWTT  FTFTF  Fwfef  fe  tl  ^#FTKgFFTF  #  1 
3#T  WTTfeF  FfeF  fe  TFT  -  fefe  WT  FFF#T  fWW  WTFT  tl 


gf#FFHgfe  wftfe  wt  WFFTT  ( WWTWTT ),  FTWTT  (WRW)  FW  FFFTT 
(Ffe  ftf)  fefe  Fwg  fe  f#  ti  tjfwt  3#t  f#ggw  #t  ^#Fggg  fe 
f##F  ftf  ti  gw  wf#FF,  gra-gsifet,  #f-f#f  wt  fwFrfef  fe  ^tf  fe 

WF  FW  W#  FFS  ffeg  WT#  FI  FFT  FW  ffe  Ffe  fe  FTFT  FTF  fe  FTF 
#t  FTFgsTTfef  FIT  FFWF  tl  feFW  fF^FW  fet  WW#  fet  TFFFFT  tl  FF 
F#f  fe  W#  WT  TFfetWTW  F#wt  fe  TFgiF  FTW  WFT  #  WTFT  TFFT  tl 

#ffe  #  wft  ^zrogg  wt  3##ff  wifefwF  fIft  t,  fft  ff  fe  fwg 

‘wgWTFWF’  #WT  ffew  WTFT  tl  FFF#  TFWt  3TTW#W  Ft#t  tl  gW  FFT 


feFW  WWTWT  FWTTT  WT  FFF  fWW  WTFT  1 1  FF  fe  Fife  fe  f#FTF  T7# 
WT#  tl  FFT  #  FTW  ##  WT  WTF  FFFTT  ftWFT  FF#t  tl 

gT5  #ffet  #  TWf#F  "FTFF  fet  WtF#  WT  FT  "I#TTf'’TW  gTF  3ffWF  ffeg 
Fg  tl  FTFF  Wt  FFTWF  fet  3T#  7=gT3  F3  FIT  FFFTW  "fet  Wife  tl 
#F  fet  fefe,  FTffFW,  F#f  FW  gwf  F  STO^TF  fWFT  WTFT  tl  fe#W  fe 
FTF  Ft  WF  F3  f#FT  WTFT  tl  FFt  F  cH^M  fet  gFSTTF  ttfe  tl  gw 
'FTOTR'  FFKF  F  FfFF  WW  WIFTT  FF  FT  "feSFTFT  t  -  FTF  tt  Fffe  FTF 
FT  FTFfWW  FtF  WT  FTF  WTFT  tl  FrFTFTg,  F#tF  fe  gT-FTW  FT  TJFF 
K  FTF#  gg  FFFT  "WTFT  t  3T#  Ffe  FF  FTFT  FTF  WTFT  tl 

17.  gfiFidg 

FTgf#  fe  WF  #  fe  few,  FFfg‘f#FTF'  fe  FTFTWf  fe  #F  #  F#  WT#  tl 
‘wfllFTO’  WT  FTFF  F#FR  OT  FTFF  fe  FTF  ffew  WTFT  tl  ?FW  3TOTFT 
'gSFWT'  FTFF  ttFT  tl  FF  gw  fefe  Tjfe  #  fFTFT  WTFT  tl  FgFF  3FF 
TFTfF  FTF  F#FT,  WFFWfTO  FW  7#3  T5#  tl 

'f#FTF'  FF  gi2F  FTFT  tl  W#,  FW#,  few,  FTF,  ‘FFWF 

W#g’  fe#  ‘^5TTW’  3TOT  FTF  tl  gfeFFFg  fet  gw  ffe#FFT  FF  t  ffe 
gt  FTFW  WT  FFF  gw  f#F  #  F  "tfWT  FTF-FT:  ffe#'  #  gF  fetcTT  tl 
fWFWT  WF  ^  fFfeftF  3#T  f#FF  t  ‘FTFTFF’,  'fFFfew',  ‘gFFT#g’, 
‘fferfeg’  (F#  FFWTF),  'FIFFg'  (##3T),  ‘  3TT7TFg’  (#TWF),  'TTW 
#FT’  STTffe  fWFT-WWIF  F#  WT#  t,  ffelfe  SRI  FTFTfWW  ^ftfFFT, 
3RFTF-FFF,  FFT  FIT  gTOWF  -  FFT  FT  WR  fWW  WTFT  tl 

18.  gfiFcvg 

'toft#  Ff#w'  #  fwftof  #  frfr  srt  srfFFF-ww  wt  fr 
TRgF  fWFT  WTFT  tl  FT#,  WTW,  3TF?R  fe  3FJWF  3Tg#  fWFTg  F#  WT#t 
tl  FK  #  ‘FFF  fFTFR1  fet  ygjPcl  #  F?W  FTF  3TFFT  WtFF-FftF  ygjd 
wrfe  3TFFT  FffFF  #FT  t  FW  FTFW  TTRF  sldl  tl  FF  FTWT  FTfFFTt 
FFtWRFW  #7igFT  fe#  WFTFWT  F  gFF  WWTWT#  £RT  fet  WTF  Fife  FTF 
3Tf#FF,  gg  3TfFFF  FW  #F  3Tf#FF  F#  FFFF  fewt  tl  F  FR  FTF 
FTTFT  gwf#W  WT  fWF  TTFfe  fet  TFFT  WT#  t,  FF  3RF#F  wt  3TF#t 
##  3TTgTW  "WTFT  tl 

gfFFFFg  fewt  #  FTT5  yg<a  FTFW  t  -  FTF  "WT  ‘FTOFItf’,  ‘  yfddl 
FtFFRTFW'  3#TF#  WT 'FRTWF'l  3RF  FIFW  t  -  ‘  FFWWF’, ‘gSTFfw’l 
FRTRF  WT  gWFffe  'wtgFFTFF',  FFgWF  WT  'F^F'  fe#  g^lFpJI  WT 
‘FF’  -  FF  F#t  fet  #7TgFT  3RF  WWTWT#*  #  TOjfe  FW  FFTWTfTW 
FFT^  WT#t  tl  FF  fewt  fet  FWgFT  gF  WF  FTWT  WFFTWt  WT  FT 
FTWtWTW  tl 


19.  FOTH 

F^FTF  gWF:  WFfew  fet  FTTFftW  FTFF#Wt  tl  #FT  FTFT  WTFT  t  ffe 
FFWT  F5TFTF  (FTTIf  FF  Fgg  #  W)  FTWFFt  TTFTF#  #'  f#RW  FW  W, 
fw#  ‘#FT  FRt  iFWTFg'  WFT  FFTI  FFfe  FTF  Ft  FWFFf  TTFlfet  # 
gFTFWF  WT  3TRF  g3F  fe#  F#t  WTW  #  WFfew,  FTF  TI#TT  fe# 
FfFWFTg  #  F3RTTF  f#W  f#Wf#F  g^l  FSRTTF  fet  TTTTFtF  TFtfTf# 
FTFFFf  TTFTfet  fe  FF  ‘FFT  W^TW  FFF  Wl’  #  1#wt  tl  TF#  W^#t 
FRIFW  FFFTF  g^F,  Ff#gF,  ffeF  FW  FTdFd<pFFiT  FgiF  tl 

F^TFTF  fe  3#FWtTT  WWFW  Wf#W  FFWT  FRlffeW  FFf  #  ffeg  F#  t, 
fe#  FFTFRF  #  -  #tF#t  TWFWT.  gFSI  fWFTF,  FfFFg-WF,  WWT^F-g5, 
fetWW-WF,  fWTTF  F#  FW  TTFTFW  #  -  TPFTf##W,  FTWWTT-g5, 
Wlffe-gfew  gs,  FTF-#F,  FFWFtl 

F^TFTF  WT  FW#  TOF  F$T  FFWt  WFFTWT,  WFgFl  FW  ffe#gFW  3T[f#  F 
Wt  FTWTW#  fet  FRWtfWW  W#fe  #  F#Wf#F  WT  ##  FI  Fife  Wl  fTOF 


atfVn  3  fRRTfRR  rtt  ttrb  t  -  75<cfU-RTRR7  ^  rtfr,  cjftTR,  7? 
RTRRT;  <«hh1  RftR  fkt  R8J,  r=h—i<,  fRTTTR,  "RRcf;  RTRR  TTRR,  ^“Itell 
R?  RRirgr,;  rrtrf  RRt  rrrt  ^ftfF,  Rsf,  HpFmyT  Rf^. 

RR  TTTRTTR  tt  Rtfo,  WFBT,  RR,  ttfdR>;  TRt  RTR  TTtRT,  tRRff, 
TTifRRti 

20.  7JSTRH 

r^trtr  3  RtR  37k  "=jcr  rtt  tttrrft  rr^rtr  Tfk  ^  375TTTT  rtrt  rirt- 
tl  TTRTR  RR  fRRfF  Rf  tM  3KT  FtRT  tl  RaTRTR  Rft  Rt  R^fRRT  RR  RRt 
t  :  ‘  RRlfRZZ'  3Tk  ‘R^jfeg'l  RFdft  RfaRRt  R^fcT  t  3tk  ^TTTt  BR7tl 
RTFT  RTRT  t  fRT  RRT  B5fR  ^  73BT  R|R  RTRtR  tl  RRT  3tk  RfaBT  FtRT 
R3fRRT  t  3FRT  ^RRT  RaRTTR  R  TPJRR  ^JoTRR  3Tk  R7RTBRT  RT  371RTT 
RT  P+iRI  RTRT  tl  FfaTRt  HoSfd  RT  dt<d  Rt  RTRdidt  RTT  RRTR  tl 

RTRRRTT’  RT  RlHHd ’  RaFTR  RTT  y^d-l  RTdlRiK,  HBRidl  3TtT  TTRTdTRT 
tl  RF  RTltt  R>  Rcb  RTF  dPs-Mid  R7T  dR^tl  77  41ddl ,  dldl  ^3TT ,  RR  R7 
5R~5?  RTT  RTRTRRT/RTTR  Ri  HFdd  Rlt  R7TRTT  ^  TRR/S  y<^d  Hi<dl  tl 
Pi  HR  ^  RTR  R  RTR  R  Rl'IRdK  RTTRTRT  ftlTT  4cidl  t  3Tk 
FTTRtfRRR,  RRt7T,  WIT  3TR  RTRT  RTR  -  ‘RTS!’  RRPt  RTct  RTRRT 
STTRRRRTRFJTITT  RfR  3Tk  57R  Rft  7TRR  R7T?t  tl  'RFT’  3TRR1  ‘t|RT’ 
RS3RR  RTT  5<sd  did  RIR  tl  '53  Rt  RTTR,  dlfl  RRft,  RTkf,  Ft^HR)  Rft 
fRfW  FTRidl  ^  fRT5  RFT,  fRf?TB  RR  3Tk  <5Vlddl  RRIRT  RIIRT  tl 

RaiMId  ^  Rlt  Rut  Rldl  3hVi1  R  Wpl  RTT  RRRpR  fRiRT  RTTRT  tl  ^RR 
RR^RT  RJR  ‘3RRf  RTT  RRRtR  fRJRT  RtIRT  t,  fRRR  R1^  ^R  ^  RIR1  tl 
ip.Pl  Hl-Rdl  t  fe  RaiHM  ^  Rijsk  R  PRTRR  1 50  RR  tl  TR  RSK  RR 
YRRRtfRR  RR^  3TtRT  RRf  RTt  5RpRRl  RR  RJFf  37.  fiflRRR  RRTR  t 
fRTRT  tl  RfRRR  RB  RR  RR7R  fRTt  t,  Rt  RRRfeRT,  fe^Wldl  RRT 
5^1  RRR5  RRtR  R?t  #R  fRB-fRB  RTR3R  RR  RTRRFPJR  fRRR  tl 

RTRRIrRR?  FR  RT  RfRRTR  R  ysMd:  Rk  str  TR  ^  P^fd  ttt  t, 
RRT5  _  r)4  3RR  cTkdl  ^  RRRT  Rt  RfRRT  RRiddl  RTR7  5^  tl  $r1 
RRRR  fRR  RRTRR  3RT  -  RfTRTeTR  37k  5^  T^R  ^  •Jrdl  RRT  RRfR^RTR 
r4  RTRT  3TfRRR  3Tk  RRtcT  ^  STR^R  SlfRRT  RRcft  tl 

21.  R^RTR 

R^RITR  t  R?F  Rt  5R7  SRRR^R  RRRFRI  Rl  RTcft  tl  R7 
fRf^FT  RTt’  RRl  RRI5  (aT-4)  RRRl  t,  fktlRRR  elTeT,  RRF  3f(7  R%R  RTt 
RTt I  RTRRR  R)t  41  (d I  37k  Rftt  RRkfcT  RRt  Ri  Fdy,  ‘Jdldl  3?k  nidi  TR 
R5RR  ttRI  tl  RIRtf  RRt  ?tt3Rf,  Rl^t  3Tk  RT  RRF  5?7TRt  TR  ^ 
RRR  Rfl  RTR  RBT  tt  Rlcft  tl  RR  RM  HlkRd  ^  tpl,  RHt,  RTRTT  Rt 
sfk  5^  RR  fReTTRR  RRRT  RTRT  1 1  ?R  RTR  RT  RTR  RTt  iWlHdiatf 
3Tk  RRTRRTst'  RR  RRltfR  RTTR  1%5  Wr  RRRT  RTt  FRkRTR  stRTR 
Rt  RTTcft  tl  RiMcR  TTRTRT  RTRT  t  RRT  tf3  TTTcT  fRTQ;  RTR  tl  RifRRT  RRT 
ftRRl'  Rt  -SteRTT  3TfRRRR  RTR  RkTT-RTcRT  RTRRTRT  RFRt  tl  ftTT  ^ 

ftRTT  ‘  5^15'  sfk  '5SF’  STRf^RRtt  RR  RRRT  'fR’RT  RTRT  tl 

RaTRTR  ^  ^RT  RTRT  RTt  RRF,  TTTRT,  RTTRl  kiF  t£  RTTWRRR  RTRRT  Rfl 
‘tBt’  (*M)  RRRrt  RTtcfl  tl  R  TTRRi  -3RT  TTTTT  RT  TR'RTl  TJRp 
RSl  R?Rt  tl  RTRtf  ^  3R7T  RRRTR  55  37T5RR,  RTRTRR,  RT^RR, 
5ftRt  RR  ^Jd-KIT  RTTRRl  k  TTRTRT  RTRT  tl  ^  3rk  FRpft  5R 
TTTRTT’R  RTR?  R>t  FR  TTRRT  TTTRTR  gldl  tl  tlR  Rt  ts  TRTTT3TT  tt  RTT 
THdH  tl  TTRl  RTRl'  ^  3TR  sfk  5B  RTR  -  tHf  TTRTR  FR  t  TTRT5  Rlt 
t,  (TrfRT  R^fRT  FRl  fkRTT3Tf  t  Bt  ts  TTRtt  t  3Tk  RTRf  RTT  fTOT  RR 
TTf  5R-5R  RTT  RftR  RR  (-HfF  RTTRT  R3TTT  tl  RTZRftR  t  TTRk 
37fRRT  RRTRWft  ftlT  ^  R5RR  TT^-dn^  RTdff  RR  zktT  3tk  Rk 
RT3  cTR  55  ^  tl 


22. 

dfRdHI^  RTt  RTTRftRT  TtIrTRIZR  RTeTT3tf  t  tTRRTTI  RR  ftRTR  FTH  tl 
tTRRTjJ  RR  TTTRFR  VIlfeR  3t4  t  TTSRT  RT  RTgcT  fRTRT  RTTR  RTTTT  RBRI 
RF  5TsRcT:  RlftRTRR  (RRf  RTt  5Rt)  3Tk  sCtRRt  3TOTT  ^  RTftRT 
■RfRT-RiTTTR  Rt  TTRR  RT^R  fRTRT  RTTRT  tl  5RT  RRRT  k  flddRi^  Ri  RT^TR 
t  TTRTR  Rft  RtfRT  3Tk  3TRaft  RTTTdT  ^  ftrt  RTRf  tfRRf  RTt  Rt  37TTTRRT 
RTt  RTIcft  tl  RTRT37t  3fk  5TRRI'  RR  RF  RTgtftRTRR  TftRT-RKT  3Tk  TRB 
gldl  tl  tTRRT^  ^  fRT^R  fRRR-RT^  FR  R  Rdld :  stItrI  Ri  41dd 
Rkd  R  TRRfRTR  3TB  RBRR  RR  RF  "RRT  RTI  3TR  RF  RBRT  RTRBTR: 
TTRT  Ft  TB  RR  FtcTT  t  RtfRTR  RTRt-RTRTT  STB  RT  Rt  TTcff  RR  RR%R  Rt 
FTRT  tl 

RTFfRTR  RmT  RRRT  t  RJF  FtRT  tl  RBRT  ^  gsftZ  TtfFR  5RT  RTTRTRRT 
R’tkT  RRRT  ^  TTRR  5?R  RTTTR  RTTRT  tl  FTT^  RTR  3T-R  RRRT3TT  Rit 
RRtRTBTRT  7RR  k  3TTTTRRT  tttt  tl  RTRFRT^  RRfZRRRRTTTR  RR  RR3  FtRT 
t,  RTt  7JRRTT  Rft  ’jjRRR  fRRlR  "gtr,  RBRT  RR  RfTRR  tcTT  tl  RRfeRRRTTTR 
Rt  #t  Ft  t  RBRT  RR  RfTRR  RRT  tl  TTTR  Ft,  TRT,  TTR  RRT 
TBTRtfR  TT  TTRfRR  RTt  Rigt-^dl  RTR  Rt  RF  RTF  RRT  tl 

23.  tTTRRTRJ 

FTt  5fRRR  ^  RTR  RBRT  RT  RTR  RR  RT  TRR  3TRRT  RftRR  RR  tl  RfTRR 
^  TTTR-TTTR  RTTTTRTR  RTT  5?R  Rt  RTTR  tl  RF  RT^fR  RTTRTRTR  RR 
Rdl-TTTRRT  STR  RftRRRRT  RR  RRTB  Ftcft  tl  RRfeRRRTTTR  STfRRcTT  RR 
R^tlRi  s(l«0  Ri  RT*RR  "R  TTRTR  R  TTFTRRT  RRT  t,  RRTfRT  RTRRr^  RBRT 
Rft  Riff  fdffeld  RZRTRT  RFT  FTcftl  RidlRiR  3TrRTR  RBRT  Rft  TTFTRRT  t 
TTRTR  RFlt  tl  RtR-RpR  R  5TR  FtRT  t,  Rt  RgR  Ft  TTTRT  FtRT  tl  TPftR 
t  RTTTRtR  TTRtR  Rft  WT  Fttft  tl 

24.  d^R-hTj, 

RTR55  ^  3TRt  RTR,  fRfRTB  RRT5RT  sfk  TTFR-TBRI  R  3TRRT  RftRR  5R 
tl  RTRRT  RTT  54B  RT  Pr I TI^R ul  «lgd  3pRI  FtRT  t,  fRTTR  TRtR  Rfkl  RTT 
3TR  TJRFT  TR  RTT  RRfR  fRTRT  RTRT  tl  TRTTRTRRT  FIR  did  TR  fRTRT 
RTRT  F,  3rk  RTTdft  3Tk  TTRTR  WftRt  Tt  TJTTRR  RTR  3Tk  RRTRF  RRTRT 
RTRT  tl  5RT  3RR  fk^RRT  fRR  RTTRlccft  RTFR  t,  fRRTTRt  RTRt  3Tk  ^BR 
RI  JdIRI  RRT,  RTRRTRI  RFRRT  FI 

dTR+5  ^  TTRtR  RTFlf  R  R5RR  RTRTRT^R  fRRTRT  RTFI  TgBgRT,  H^<dH. 
3Tk  died 5,  ^TT  sjrIm  FTRT  tl  TTRfR,  RTTTRTR  3Tk  dl=h  RTRTT  RTT  PdTIdl 
fiTRR  -||  3TRTTTT  ^  TTTR-TTTR  TRTR  ^  3TTRTT  RT  Tt1ri(  RTT  fRTT  RFRTTRT 
RTRT  tl 
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1.  Tamaasha 

Tamaasha  is  a  traditional  folk  theatre  form  of  Maharashtra. 
The  term  'Tamaasha'  is  derived  from  Persian  language.  It  is 
said  that  centuries  ago,  when  Arab  traders  who  came  to  the 
Coromandel  coast,  and  while  watching  certain  folk  celebra¬ 
tions  of  border  towns  of  Maharashtra  and  Karnataka  in 
which  gods  and  goddesses  were  worshipped  with  song  and 
dance,  they  started  calling  it  'Tamaasha'.  It  is  believed  that 
earlier  this  folk  form  was  known  as  Gondlial.  Jagran,  and 
Kirtan  According  to  some  of  the  scholars,  the  rhythmic 
pattern  used  in  Tamaasha,  was  that  of  Laavam  Chchand 
(generic  of  musical  compositions)  and  also  used  its  dance 
sequences  including  dialogues  in  question-answer  format. 

The  Sutradhaar  called  'Sardar'  in  Tamaasha  is  invariably  a 
male  artist  and  enters  the  stage  in  a  stylised  manner,  to  the 
rhythm  of  percussion  instruments.  It  is  the  female  actress 
who  is  the  chief  exponent  of  dance  movements  in  the  play. 

Tamaasha,  which  is  closely  related  to  rich  traditions  of 
Marathi  literature,  music,  and  theatre  provides  entertain¬ 
ment  on  both  intellectual  and  emotional  levels.  Religious 
rituals  and  riles  give  it  a  new  dimension  Body  movements, 
gestures,  expressions  of  the  face,  all  are  imaginary  or  sym¬ 
bolic.  The  themes  in  Tamaasha  are  social  and  at  times 
religious. 

2.  Tamaasha 

The  salient  features  of  Tamaasha  are  Laavani  and  Murki. 
Murki  is  the  actress  doing  the  role  of  a  dancer.  She  dresses 
herself  in  a  very  distinctive  manner  The  saree  is  worn 
around  her  legs  like  tight  pyjamas.  Her  hair  is  adorned  with 
the  Veni.  There  are  'anklets  around  her  feet,  Kolhapuri 
necklaces  around  the  neck,  Paalli  to  decorate  the  hands, 
Jhaalar  for  the  ears  and  the  nose-ring 

It  is  believed  that  one  of  the  oldest  forms  of  dance  in 
Maharashtra  is  the  Vaaghya-murali.  Laavani  has  its  roots 
in  this  ancient  dance  form.  Classical  music,  footwork  at 
lightning-speed,  and  vivid  gestures  make  it  possible  to  por¬ 
tray  all  the  emotions  through  dance. 

The  stage  for  Tamaasha  is  over  a  meter  higher  than  the 
ground  level.  The  back  of  the  stage  is  curtained.  With  the 
introduction  of  electric  lights,  no  oil  lamps  are  lit  now. 

There  are  some  performers  who  are  remembered  to  this  day, 
because  of  their  contribution  and  life  long  devotion  to  the 
promotion  of  theatre  form,  'Tamaasha'.  Performers  like 
Nilu  Pilule,  Ram  Nagarkar,  Dada  Kondke,  Uslia  Chauhan, 
Jaishree  Gadkar,  Maya  Jadhav,  Sanjeevni  Beedkar,  Ganpat 
Patil,  Dadu  Indurikar  and  Vithabai  Narayan  Gavker  are  re¬ 
membered  to  this  day.  Their  names  have  become  almost 
synonymous  with  this  form. 

3.  Tamaasha 

Tamaasha  is  usually  performed  throughout  the  night.  Vag 
(love  stories)  are  presented  during  the  performance.  The 
performance  begins  with  the  worshipping  of  Lord  Ganesha 
followed  by  Vag.  Before  Vag  starts,  the  performers  in  dhoti, 
kurta  and  turban  enter  the  stage  and  pay  homage  to  Lord 


Ganesha.  The  musical  instruments  played  during  the  perfor¬ 
mance  consists  of  naal..  tun-tune,  jhaanjh.  dholki  and  khanjari. 

One  of  the  important  aspects  of  Vag  is  Gavalan  or  Gaulani. 
Gaulani ,  the  religious  dance-drama  of  Maharashtra,  is  the 
narration  of  stories  related  to  Lord  Krishna.  The  dialogues 
are  emotional,  and  full  of  expressions  of  love  Tales  from 
the  Puranas  are  also  presented  in  Tamaasha 

The  music  of  Tamaasha  is  often  based  on  the  raagas  Yaman. 
Bhairavi  and  Pilu.  Other  raagas  are  also  used.  The  perfor¬ 
mance  of  Tamaasha  ends  with  an  optimistic  message  of 
triumph  of  Good  over  Evil 

4.  Dashavatar 

Dashavatar  is  the  most  developed  theatre  form  of  the 
Konkan  and  Goa  regions.  The  performers  enact  various 
episodes  from  the  ten  incarnations  of  Lord  Vishnu  -  the 
god  of  preservation  and  creativity.  These  ten  incarnations 
are  Matsya  (fish).  Kurma  (tortoise),  Varah  (boar),  Narsimha 
(lion-man),  Vaman  (dwarf),  Parashuram,  Rama,  Krishna 
(or  Balram),  Buddha  and  Kalki.  Although  the  Dashavatar 
is  performed  in  various  styles  in  different  states  of  the 
country,  but  it  is  more  prominent  in  Konkan  and  Goa 
regions.  The  credit  of  bringing  Dashavatar  concept  in  the 
fold  of  theatrical  arts  goes  to  Jayadev  ( 1 2"’  century  A  D.) 
who  in  his  'Gita  Govinda'  described  the  ten  incarnations 
of  Vishnu. 

5.  Dashavatar 

Dashavatar  of  Goa  and  Konkan  is  unique  since  in  a  single 
performance  as  many  of  the  incarnations  of  Lord  Vishnu  as 
possible  are  performed.  Some  of  the  incarnations  like 
matsyavatar.  nar  sunk  avatar,  ramavatar,  krishnavatar  are 
presented  separately  also.  The  performance  after  elaborate 
purvaranga,  begins  with  the  matsyavatar.  Demon  Sankasura 
steals  the  Vedas  from  Brahma.  Thereafter,  Vishnu  recovers 
them  after  killing  the  demon.  Sankasura  of  Dashavatar 
performs  the  role  of  the  villain  as  well  as  jester.  Buddha  and 
Kalki  incarnations  are  not  shown  on  the  stage  The  per¬ 
former  in  the  guise  of  Kurma.  and  Varah  do  appear  on  the 
stage  but  no  specific  episode  related  to  these  incarnations 
occupy  an  important  position  in  the  performance.  The 
focus  is  on  the  presentation  of  episodes  revolving  around 
Rama  and  Krishna. 

The  Dashavatar  is  generally  performed  in  a  spacious  sabha- 
mandapa  -  the  presiding  hall  of  a  temple,  on  festive  oc¬ 
casions.  It  is  an  elaborate  ritualized  offering  to  the  presiding 
deity  of  the  temple.  The  Purvaranga  begins  with  dhamai 
The  chorus  stands  in  a  crescent  like  formation  with  Sutradhar 
in  the  centre,  and  no  song  is  sung  while  dhamai  is  going  on. 
Dhamai  is  performed  by  playing  mridanga  and  big  brass 
cymbals.  Other  musical  instruments  usually  played  during 
the  performance  are  tuntune.  tambri,  daph.  dholki  and 
khanjiri. 

6.  Dashavatar 

The  costumes  for  Dashavatar  plays  are  very  similar  to  the 
costumes  of  folk  plays  of  Karnataka,  as  all  forms  of 
Vaishnava  drama  are  interrelated  with  regional  variations 
and  inspired  by  the  Bhagvata  cult.  Apart  from  stylized 
make-up.  the  Dashavatar  performers  wear  masks  of  wood 
and  papier  mache  as  per  the  requirements  of  the  perfor¬ 
mance  Lord  Ganesha's  mask  is  considered  the  most  aus¬ 
picious  and  is  worshipped  alongwith  the  temple  deities. 

In  the  picture  (centre),  one  can  see  Ganapati,  the  remover 
of  obstacles,  appearing  on  the  stage  with  his  two  consorts 
-  Riddlii  and  Siddlii.  Elaborate  worship  is  offered  to  them 


by  two  Brahmins.  After  their  departure.  Saraswati  -  the 
goddess  of  learning  appears  in  dancing  and  is  recognized 
easily  by  its  peacock  symbol.  After  giving  her  blessings 
she  goes  back.  A  wooden  peacock  head  is  tied  to  her  waist 
suggesting  she  is  astriding  the  bird,  which  is  her  vahana 

7.  krishnattam 

Krishnattam  as  a  theatre  form,  came  into  existence  in  the 
middle  of  17th  century  under  the  patronage  of  King  Manavada 
of  Calicut.  The  script  of  the  play  ’Krishna  Giti1  was  written 
by  him.  Krishnattam  is  performed  every  year  at  the  famous 
Guruvayur  temple  of  North  Kerala.  The  performers  belong 
to  certain  specific  Nayar  families.  The  Krishnattam  is  per¬ 
formed  with  great  religious  fervour.  The  traditional  cos¬ 
tume,  stage  decor  and  presentation  have  been  maintained 
over  a  long  period  Krishnattam  is  a  cycle  of  eight  plays 
performed  for  eight  consecutive  days  The  plays  are  - 
Avataram,  Kaliamardana,  Rasakrida.  Kamsavadha. 
Swayamvaram.  Bana  Yuddham.  Vivida  Vadham.  and 
Swargarohana. 

The  performance  begins  with  the  lighting  of  the  oil  lamp 
on  the  stage.  The  musicians  appear  on  the  stage  with  drum 
(maddalam),  cymbals  (ilathalam)  and  gongs  and  perform  a 
sequence  to  inform  the  audience  that  the  performance  is 
about  to  begin.  After  this  sequence,  a  colourful  curtain  is 
placed  and  held  by  two  persons  before  the  actual  perfor¬ 
mance  begins.  Behind  the  curtain  several  dancers  dressed  in 
female  attire  sing  an  invocation  song  Totayam.  literally 
meaning  "the  beginning”.  The  curtain  is  held  in  such  a  way 
that  the  audience  can  see  only  the  performers'  feet  and 
parts  of  their  bodies  above  the  chest.  Eyes  and  facial 
movements  are  prominent  features  of  Krishnattam.  No 
other  stage  properties  are  used  except  wooden  stools. 

8.  Krishnattam 

Avataram.  the  first  play  in  the  series  of  eight,  is  about  the 
birth  and  early  childhood  of  Lord  Krishna.  The  play  begins 
with  Blioo  Devi  requesting  the  God's  help  to  eradicate  the 
evils  from  the  earth.  The  Gods  decide  that  Krishna,  one  of 
the  avatars  i.e.  incarnation  of  Lord  Vishnu  would  come  to 
earth  and  accomplish  this  goal.  The  performers  dramatize 
the  events  depicting  the  birth  of  Krishna  and  his  childhood 
pranks  There  is  a  belief  that  childless  couples  on  watching 
this  play  are  blessed  with  a  child  In  the  picture  (above  left), 
one  can  see  Vasudeva  and  Devaki  fondling  a  baby  The  story 
goes  on  to  tell  us  that  Vasudeva  gives  the  baby  to  Yashoda 
and  Nandagopa.  In  the  picture  (above  middle)  one  can  see 
the  milkmaids  celebrating  the  birth  of  Yashoda's  son 

In  the  second  episode  of  Krishnattam,  Kaliyamardana  one 
can  see  the  childhood  pranks  of  Krishna.  In  the  picture 
(above  right),  one  can  see  Krishna  fighting  and  fatally 
wounding  the  Bakasura,  a  bird  demon  Eventually  the  bird 
dies  at  the  end  of  the  sequence. 

9.  krishnattam 

In  one  of  the  episodes,  the  singers  recite  a  story  of  how 
Krishna  was  worshipped  by  Lord  Brahma.  The  story  begins 
with  an  episode  where  Krishna  surrounded  by  his  friends  is 
being  praised  immensely.  Lord  Brahma  on  witnessing  such 
devotion  suspects  Krishna's  powers  and  thereby  make  the 
cows  and  cowherd  devotees  disappear.  Krishna  creates  them 
again  and  carries  on  with  his  jokes  and  witty  conversation. 
Lord  Brahma  realizes  that  each  of  the  new  creations  is  a 
divine  one  thus  repentent  of  his  folly,  he  seeks  pardon  from 
Krishna. 

Krishna's  costume  consists  of  a  red  skirt  with  yellow  pattern 
on  its  sides,  a  dark  blue-black  long  sleeved  shirt  on  the  top 


with  a  head-gear  or  mudi  topped  by  peacock  feathers,  an 
urn  shaped  crown  made  of  wood  and  covered  with  gilt,  bells 
attached  to  the  leather  pads  just  below  the  knees  and  a 
chutti,  two  white  protruding  borders  which  extend  from  ear 
to  ear  along  the  jaw  and  chin  line.  The  chutti  is  made  by 
mixing  one  part  lime  powder  with  three  parts  rice  powder 
along  with  water  For  make-up  the  colours  used  are  nilam 
for  blue,  manayola  for  yellow  and  chaliyam  for  red  Soot 
is  used  for  black  and  rice  powder  for  white.  The  green  colour 
used  for  the  make-up  of  Krishna  as  a  young  child  is  light 
in  shade  and  it  becomes  darker  as  he  grows  older.  The 
costume  of  Lord  Krishna  also  comprises  a  breast  plate, 
chest  ornaments  of  beads  and  fresh  flora,  girdle,  upper  arm 
and  wrist  ornaments,  ear  and  forehead  ornaments.  Glittering 
crowns  and  other  ornaments  are  worn  by  the  performers  as 
per  the  requirements  of  their  roles  Different  characters  like 
Brahma,  Yama,  Putna,  Mura,  Narakasura,  Jambavan,  wear 
different  types  of  colourful  masks. 

10.  Mudiyettu 

In  the  Malayalam  month  of  Vrischikam  (November-December), 
the  temples  of  Kali  in  Kerala  reverberate  with  the  sounds 
of  Chenda  drums  and  Ilathalam  (cymbals).  The  Kotti  arriyippu 
is  the  musical  announcement  inviting  people  to  the  temple 
to  witness  the  traditional  ritual  performance  of  Mudiyettu. 

The  introductory  scene  begins  with  vandana-sMoka  (invo¬ 
cation  song)  followed  by  Shiva  and  Narada  entering  the 
stage.  Narada  enumerates  the  problems  faced  by  the  devas 
due  to  the  misdeeds  of  Darika.  In  the  next  scene  the  entire 
temple  courtyard  turns  into  a  battlefield  when  a  fierce  war 
rages  between  Kali  and  Darika.  Ultimately  Kali  (goodness) 
kills  Darika  (evil)  and  symbolically  the  head-gear  of  Darika 
is  removed. 

11.  Mudiyettu 

The  origin  of  Mudiyettu  has  been  traced  to  the  ancient 
times,  though  there  is  no  recorded  evidence  to  indicate  the 
accurate  period  of  its  evolution  However,  the  choreographic 
nuances  of  this  unique  temple  dance-drama  indicate  that 
other  traditional  arts  like  Koodiyaattam,  Krishnattam  and 
Kathakali  might  have  originated  from  it. 

Known  for  its  spectacular  style,  buoyancy  of  spirit  and 
highly  artistic  presentation,  Mudiyettu  is  usually  performed 
only  in  the  Kali  temples  of  Kerala  as  an  oblation  to  the 
Goddess.  Each  year  the  first  performance  of  Mudiyettu  is 
held  in  the  Kalambukavu  temple,  in  Ernakulam  district. 
This  is  followed  by  performances,  one  after  the  other,  in 
the  temples  of  Padathukavu,  Keezhkavu,  Maradu,  Vyttila, 
etc.  The  performances  are  based  on  certain  rites  and  con¬ 
ventions  that  vary  slightly  from  temple  to  temple. 

Springing  from  the  universal  concept  of  the  victory  of  good 
over  evil,  Mudiyettu  depicts  the  triumph  of  goddess  Bhadrakali 
over  the  asura  Darika.  The  eternal  fight  between  dharma 
and  adharma.  as  portrayed  in  the  Puranic  legend  of  Darika- 
Vadha  is  enacted  in  this  ritual  dance-drama. 

Prior  to  the  actual  performance,  a  large  icon  ( Kalam )  of 
Bhadrakali  is  drawn  on  floor  with  coloured  powder.  The 
gigantic  Kalam  is  usually  drawn  at  the  temple  valiyambalam, 
beyond  the  sreekovil  (the  sanctum  sanctorum). 

12.  Mudiyettu 

The  seven  characters  in  Mudiyettu  -  Shiva,  Narada,  Darika, 
Danavendra.  Bhadrakali,  Kooli  and  Koimbidar  (Nandikeshvara) 
-  are  all  heavily  made-up  The  performers  take  on  an 
olher-worldy  appearance  wearing  gorgeous  costumes,  tall 
head-gears  (mudis)  and  face  make-up.  Their  ornaments  are 


made  of  wood,  covered  and  gilded  with  glass  pieces  and 
beetle  shells. 

Traditionally  Mudiyettu  was  monopolised  by  the  Marar  com¬ 
munity.  Later  the  Kurtips  also  gained  proficiency  in  the  art. 
Today  this  picturesque  traditional  form  has  just  three  or 
four  performing  groups  to  keep  it  alive 

13.  Theyyam 

Theyyam  is  a  traditional  and  extremely  popular  folk  the¬ 
atre  form  of  Kerala.  The  word  'Theyyam'  is  derived  from 
the  Sanskrit  word  ’Daivam'  meaning  God.  Hence,  it  is  called 
God's  dance.  An  interesting  feature  of  this  folk  form  is  that 
spirits  are  also  attributed  with  godliness.  The  tradition  of 
worshipping  of  spirits  of  ancestors,  folks  heroes,  and  deities 
of  various  diseases  and  ailments  used  to  be  extensively 
practiced  in  South  India  and  Theyyam  is  performed  by 
various  castes  to  appease  and  worship  these  spirits. 

A  variety  of  musical  instruments  like  drum,  cymbals,  kuzhal, 
perumbara.  conch,  cherututi,  uttuku  and  chermangalam  are 
used  in  Theyyam  The  most  important  among  these  is  the 
drum  or  tlntdi  (small  drum)  The  drummer  is  known  by  the 
title  llwdi  karan  or  kottumutharan. 

The  one  who  plays  the  drum  leads  the  entire  performance 
in  terms  of  its  speed  and  rhythm,  climax  and  interludes, 
from  the  beginning  till  end.  The  synchronisation  of  the 
dance  of  Theyyam  with  the  beats  of  drum  is  the  most 
interesting  aspect  of  the  performance. 

14.  Theyyam 

One  of  the  distinguishing  features  of  Theyyam  is  the 
colourful  costume  of  the  performers.  The  typical  waist 
dress  of  the  main  performer  is  called  Arayota  or  Atukkum 
Chiraku.  This  is  made  out  of  splices  of  bamboos  and 
covered  with  red  cloth.  The  main  characters  ase  elabo¬ 
rately  dressed  up  above  the  waist  and  look  very  awesome 
and  magnificent 

All  male  and  female  performers  in  Theyyam  wear  bangles 
called  'Katakam'  and  'Chutakam'  and  small  anklets.  Most 
of  the  ornaments  are  made  from  coconut  fronds  and  a 
soft  wood  locally  called  murik.  Large  necklaces  and  ear 
ornaments  are  made  of  soft  wood  with  a  coating  of  golden 
paper. 

The  head-gears  or  mudis  of  the  main  performers  with 
intricate  and  complex  designs  and  decorations  are  huge  in 
size.  The  mudis  of  some  characters  like  Bliagvatis  and 
Kshetrapalan  are  nearly  5  to  6  feet  'high.  Made  of 
arecanut  splices,  bamboos,  leaf  sheaths  of  arecanut  and 
wooden  planks,  mudis  are  dyed  into  different  strong 
colours  using  turmeric,  wax  and  arac. 

15.  Theyyam 

Mukath  ezhuthu  or  writing  on  the  face  is  a  common 
practice  in  Theyyam.  'Ezuth'  in  Malayalam  means  'writ¬ 
ing'  The  designs  are  mostly  based  on  features  of  animals 
and  shapes  of  flowers  and  leaves.  It  is  practiced  to  evoke 
feelings  of  awe,  wonder,  devotion  and  respect  in  the 
audience.  Each  design  conveys  the  myth  and  symbols  of 
the  particular  Theyyam. 

For  make-up  of  (he  performers,  the  materials  used  are 
tender  coconut  fronds  and  rice  powder  ( arichattu )  for  the 
white  colour,  charcoal  (kari)  for  the  black  colour,  turmeric 
( manjal )  for  the  yellow  colour.  These  are  the  basic 
colours  used  for  make-up  Each  deity  has  its  own 
distinguishing  colours  like  yellow  for  Lord  Brahma,  green 
and  blue  for  Lord  Vishnu,  and  blue  for  Lord  Shiva. 


Masks  are  also  used  in  certain  Theyyams  like  Pollan  and 
Gulikan  as  a  means  to  conceal  or  transform  the  identity 
of  the  performer  and  also  to  evolve  awe  and  wonder 
amongst  the  audience. 

Masks  are  made  out  of  leaf  sheaths  of  arecanut  tree  and 
wooden  plants.  They  are  painted  with  intricate  designs  and 
motifs. 

16.  Koodiyaattam 

Koodiyaattam  is  one  of  the  oldest  traditional  theatre  forms 
of  Kerala  and  the  roots  of  this  theatre  form  can  be  traced 
to  the  Sanskrit  theatre  traditions  The  recitations  and  the 
music  are  classical  in  character. 

The  characters  of  this  theatre  form  are  Chaakyaar  or 
actor,  Naambiyaar,  the  instrumentalists  and  A 'aangyaar, 
tlyose  taking  on  women's  roles.  The  Sulradliar.  or  narrator 
and  the  Vidushak  or  clown  are  the  protagonists  Mime, 
facial  expressions,  eye  movements  are  the  various  means  of 
this  theatre  form  to  get  the  message  across  to  the  audience. 
In  this  theatre  form,  even  when  poetic  interludes  are  there, 
gestures  are  used  for  its  dramatization.  It  is  the  Vidushak 
alone,  who  delivers  the  dialogues.  He  often  explains  the 
poetry  in  a  simple  language. 

Traditionally  Koodiyaattam  is  organised  in  a  temple  on  a 
specially  erected  stage  called  Koottainpalam  A  huge  lamp 
is  lit  on  the  stage  itself.  Behind  the  stage  there  are  two 
mishaavs,  where  the  naangyaar  women  provide  the  laalas. 

In  the  pavilions  of  some  of  the  temples  where  Koodiyaattam 
is  performed,  scenes  from  the  Puranas  are  painted  on  the 
walls  and  the  ceilings.  The  stage  is  decorated  with  flowers 
and  plaintain  and  coconut  leaves.  A  heap  of  grain  is  placed 
near  the  huge  oil  lamp  from  where  the  ritual  begins  The 
performance  begins  with  a  Naambiyaar  sprinkling  water  on 
the  stage  and  recitation  of  verses  from  the  Naandi  or  some 
other  texts  meant  for  inaugural  ceremonies.  Thereafter,  the 
sulradliar  enters  the  stage  dancing  to  music  and  rhythm  and 
reciting  the  verses.  He  too  recites  the  verses,  set  in  tune 

17.  Koodiyaattam 

At  the  time  of  begining  of  performance  of  Koodiyaattam, 
two  drums  -  mishaavs  are  placed  between  the  two  main 
doors.  The  kuzhillaal  itself  is  played  by  a  naangyaar  singer 
who  sings  too.  The  other  musical  instrument  to  provide  the 
rhythm  is  the  idakka  played  with  sticks  in  accompaniment 
with  koma,  kurunkuzhal  and  the  conch. 

Traditionally  Koodiyaattam  is  staged  for  five  to  six  days  in 
the  following  sequence  Prastaapana  (introduction), 
Nirvaachana  (continuation),  purushaartham  (bravery)  which 
includes  vinodam  (merriment  and  laughter),  vaachanam 
(trickery),  aashanam  (mealtime)  and  raaja  seva  (honouring 
the  king)  in  order  to  portray  the  evils  and  corruption  in  the 
social  order,  misuse  of  power,  injustice,  etc. 

18.  Koodiyaattam 

In  the  introductory,  nambyarute  lamil,  the  nambiyaar  pre¬ 
sents  the  gist  of  the  story  in  pure  Malayalam  with  help  of 
gestures.  The  gestures  are  emphasized  according  to  the  text 
Before  the  theme  is  introduced  and  the  performance  begins, 
each  artist  introduces  himself  to  the  audience. 

Emphasis  on  hand  gestures  and  eye  movements  makes  this 
dance  and  theatre  form  unique.  Costume  and  make-up,  etc 
are  traditional,  reminding  the  audience  of  the  art  of  Kathakali. 
in  a  simplified  manner 

A  few  of  the  most  popular  plays  of  this  theatre  form,  are 
Baalacharila  of  Bhasa,  as  also  his  Pratigya yaugandharaayana. 


Harsha's  Naagatmanda,  as  also  other  plays  like  Dhananjaya. 
and  Choodaamani  Some  of  the  characters,  like 
Jeemootavaahana,  Arjuna  and  Rama  all  have  special  cos¬ 
tumes  to  give  them  a  distinct  identity  on  the  stage 

19.  Yakshagaana 

Yakshagaana  is  a  traditional  theatre  form  of  Karnataka.  It 
is  said  that  the  first  Yakshagaana,  was  scripted  in  Telugu  by 
Peda  Kempa  Gowda.  The  first  play  in  this  style,  was  Ganga 
Gowri  Vilaasam  written  in  the  16th  century.  A  resurgence 
followed  in  the  17th  .century  and  this  was  the  time  when 
this  theatre  form  was  revived  It  spread  out  from  Karnataka 
to  Andhra  Pradesh  and  Tamil  Nadu.  It  developed  in  these 
regions,  and  was  recognised  as  a  classical  art  form.  The 
textual  sanction  of  the  Yakshagaana  is  mainly  derived  from 
a  17th  century  classic  work  called  Sabha  Lakshmana  Matlu 
Prasanga.  Some  of  the  popular  plays  of  Yakshagaana  are 
Lakshmi  Narayan  alias  Muddana,  Parthisubha,  Timna  and 
Santibana  Desikar. 

In  the  Yakshagaana,  the  theme  is  based  on  mythological 
stories  and  Puranas  From  the  Mahabharala,  Draupadi 
swayamvar.  Subhadra  vivaah,  Abhimanyu  vadh,  Kariia- 
Arjun-yiiddh.  Keechak  vadh  are  most  often  presented.  From 
the  Ramaayan,  Raajyaabhishek.  Lav-Kush  yudh.  Baali- 
Sugreeva  yudh.  and  Pancliavali  are  the  most  popular  pre¬ 
sentations. 

The  most  spectacular  part  of  Yakshagaana  is  its  make-up, 
costumes,  headgears,  etc.,  which  transform  the  performers 
into  other  worldly  characters  The  performers  of  Yakshagaana, 
can  be  categorized  as  Shoorveer  nayak  (the  heroes)  like  the 
Pandavas,  the  Kauravas,  Nripa  Nayakas;  romantic  charac¬ 
ters.  like  Yaksha.  Ktnnara,  Kiraata,  Gandharva,  etc.  Then 
comes  the  Daanavas.  the  evil  ones,  like  Ravana,  Shurpanakha, 
and  Bakaasura  The  gods  and  goddesses  portrayed  in  this 
theatre  form  are  Narasimha,  Chandi,  Mahishasuramardini. 
The  ordinary  characters  in  this  theatre  form  are  sages, 
brahmins  and  the  soldiers.  In  Yakshagaana,  the  female  char¬ 
acters  like  Sita,  Devaki  and  Savitri  are  portrayed  with  rev¬ 
erence. 

20.  Yakshagaana 

The  musical  composition  of  Yakshagaana  is  rich  in  its 
content  There  are  two  styles  of  Yakshagaana  :  Tenkatittu, 
Vadakulitlu.  The  first  Tenkutittu  is  South  Indian  in  spirit, 
with  quite  discernable  traces  of  Kerala's  Kathakali.  The 
distinguishing  features  of  the  other  style  are  characterised 
by  the  make-up  of  the  performers  and  dance  sequences. 

The  main  performer  of  Yakshagaana,  is  the  Bhaagavalhar 
who  also  recites  and  conducts  the  play.  Fie  makes  his  entry 
with  a  huge  gorg  of  bronze,  beating  it  with  a  stick  to 
introduce  the  theme  through  the  singing.  He  then  sits  at 
the  back  centre  stage  holding  cymbals  and  is  accompanied 
by  the  harmonium,  manjeera,  jhaanjh,  and  the  percussion¬ 
ists  playing  the  chenda.  It  is  the  chenda  player  who  creates 
the  impression  of  war.  anger,  bravery,  and  the  antics  of  the 
clown  during  the  performance. 

The  musical  sequences  of  Yakshagaana  are  metrical,  in  rhythm. 
The  most  common  metre  is  the  Aarya.  adding  speed  to  the 
narrative.  It  is  believed  that  nearly  about  one  hundred  fifty 
Raagas  are  played  in  the  Yakshagaana  Dr.  Shivaram  Karanth 
was  instrumental  in  preserving  and  reviving  many  of  these 
Raagas.  He  had  collected  about  sixty  Raagas.  blended  in 
Classical.  Hindustani  and  Kannada  musical  traditions. 

In  Yakshagaana,  the  emotions  most  often  portrayed,  are  of 
valour  and  fury  It  is  perhaps  because  of  this,  that  Yakshagaana 
abounds  in  quick,  rhythmic  body  movements,  dance  se¬ 


quences  based  on  speedy  footwork,  as  compared  to  its  music 
and  gestures. 

21.  Yakshagaana 

In  Yakshagaana,  the  make-up  is  simple  The  face  is  streaked 
with  lines  in  different  colours  particularly  red,  black  and 
white.  The  hero's  identity  is  established  with  a  make  up 
having  pink  and  yellow  colours.  The  cheeks,  cheekbones 
and  chin  are  smeared  pink  by  mixing  coconut  oil.  water, 
pounded  rice  made  into  a  paste,  and  whitening  agents  like 
chalk.  The  details  are  added  to  perform  the  mood  and 
emotional  state  of  the  character.  The  eyes  and  eyebrows  are 
outlined  with  Kappu  (collyrium)  and  the  lips  are  painted 
red  All  characters  except  for  those  performing  the  roles  of 
sages  or  women  are  mainly  dressed  in  loose  pyjamas.  The 
head  is  covered  with  Mundaasu  and  Mundale  literally  meaning 
turbans. 

Some  of  the  characters  wear  the  veshli.  an  unstitched  length 
of  cloth.  The  colours  are  black,  red  and  orange.  The  veshli 
is  matched  with  a  loose  shirt,  red  or  green  in  colour  The 
ornaments  giving  a  festive  appearance,  are  a  belt  dyed 
golden,  kamarband.  armbands,  baazuband.  bangles,  brace¬ 
lets,  etc.  The  romantic  characters  and  those  with  less  im¬ 
portant  roles  are  dressed  simply. 

In  Yakshagaana,  not  just  the  face,  but  the  body  in  front  and 
back  is  made  up  This  might  be  because  the  Yakshagaana 
audiences,  down  the  ages,  used  to  surround  the  platform, 
from  all  the  directions.  This  could  also  be  the  reason  why 
in  this  theatre  form,  sequences  are  repeated,  with  the  actors 
facing  different  directions,  one  after  the  other.  Theatrically 
most  effective  in  Yakshagaana  is  the  headdress  made  of  a 
cap  with  long  strands  of  hair  and  peacock  feathers. 

22.  Therukoothu 

The  most  popular  form  of  folk  drama  of  Tamil  Nadu  is 
Therukoothu,  literally  meaning  'street  play'.  This  is  mostly 
performed  at  the  time  of  the  annual  temple  festivals  of 
Mariamman  (Rain  goddess)  to  achieve  rich  harvest  and 
also  on  the  life  of  Draupadi.  The  themes  are  also  taken 
from  other  epics  and  Puranas.  At  the  core  of  the  exten¬ 
sive  repertoire  of  Therukoothu  there  is  a  cycle  of  eight 
plays  based  on  the  life  of  Draupadi.  A  performance  usually 
continues  during  the  whole  night  but  when  full  play  is 
presented,  it  generally  spreads  over  a  period  of  eight  to 
nine  nights. 

The  performance  begins  with  an  invocation  to  the  Lord 
Ganesha  A  performer  wearing  an  elephant-head  mask, 
dances  while  the  invocation  song  is  being  sung.  Some 
symbolic  rituals  are  also  performed  to  pay  oblation  to  the 
gods  and  goddesses  during  the  invocation.  This  is  followed 
by  the  appearance  of  Kattiakaran  who  is  the  sutradhara 
of  the  Therukoothu  performance  He  gives  the  gist  of  the 
play  to  the  audience  from  behind  the  curtain  held  by  two 
stage  hands.  He  also  conveys  other  usual  platitudes  about 
king  and  his  kingdom. 

23.  Therukoothu 

After  the  preliminaries  the  main  characters  make  entry 
and  each  introduces  himself  on  the  stage  with  a  Dam, 
which  is  a  small  sequence  of  dance  and  song  designed  for 
each  character  to  exhibit  his  identity  and  also  his  skills 
in  the  art.  There  is  hardly  any  written  script,  and  it  is 
Kattiakaran  who  helps  the  performers  by  providing  'prompts’ 
to  enable  them  to  deliver  the  dialogues  extempore.  The 
performance  is  punctuated  with  dances  which  are  presented 
in  a  simple  manner  and  the  songs  are  based  on  classical 
music. 


24.  Therukoothu 

All  the  characters  are  recognized  by  their  make-up  and 
costumes.  Heroes  wear  tall  crowns  decorated  with  coloured 
mirror  in  red,  green  and  gold  patterns.  The  villains  arc 
painted  red  with  white  and  black  dots.  Komali ,  another 
stock  character  who  entertains  the  audience  with  his  buf¬ 
foonery,  wears  a  conical  cap  and  white  bellow  shaped  trou¬ 
sers,  etc. 

The  ensemble  of  musical  instruments  used  in  Therukoothu 
include  Kurukurtghe  similar  to  nagaswaram,  maddalam  and 
talam.  Musical  compositions  are  a  combination  of  folk  and 
classical  music.  The  audience  is  also  entertained  on  the  lines 
of  Swang. 
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1.  crnmi 

dnmi  ■q^rw  qfl  qkqftq;  diqnidq  fqqr  f  i  qqmr  qqt  qqqft  ti  qq?  c^rni’  qk  hr-ri  t  ftp  qrqki  qkiHusd  w.  qr  aqq  o^ihiR-mi  k 
w?  3tr  qnfeq  qr  hIhicrI  sjkf  q  qnqwrkH  qt  doH^i  qq  kqqq  qk'  qqmr  qtiRi  qp  fqqn  qp?  ftsMi  q-  Hcii^qk,  nni^n  q  ^dl 
■qq  qikq,  4HKUI,  qfpft  ( ffFi-fkq  qqq  q  qfkq  ucnh  )  ark  tqrqql  qiqq  kf  y^qi  kft  rtr  qq  qqrrq  q?  3qqifftr  qfqftt  k  qkkqq 
qk  qfiqrfqq  ftrm  q  qkro  t#  kfki 

qjqqq  (qrqq) ,  ijqq  stftkRi  kk  wr  qqftqqr  kt  qkkqR  rrt  k  fqkq  qr  qqm  fi  kkl  qqqqfi  qk  q^irnq  ftqfk  kikf  q,  k  kkl  kt  siqkt 
qft  qq  qqk  ti  qreq  ^  ^  kki  qk  yq^fd  TjtqR:  qfqqqf  ( qrqft )  qr#  1 1  kfkqrkf  RRk  qqq  kfc  qqqqk)  ftqqf  qqr?n  qk  qqkkt 
qfek  kkft  ti 

dHi^n  qq^  kflfqq  ^qq  qqq  k,  ftpqqi  qqq  qqkt  qTfeq,  qiqq  qqi  qqq  ftrq  qk  q^  q^qq  k  ki  qrqRqq  kk  klCsq  qq  qr  cikiqi 
aqqq  HHkkq  qp;qq  ktk  qq  3Rqiq  ftdidi  ti  qqk  qkq  qifkq  kk  ■Hiniftiq  kfk-kqrqf  q  kqq  fkqq  ti  qqk  qqqkqRR.  qiqqT'Hid . 
5<-d*jisi|j  HiHi-dd :  qqqqfqqr  kk  ydlqirnq  kick  ki  fqqq  qqj  k  kifqq  sfk  Tqpqq  qkq  kt  q I s  rr  tk  k'i 


1.  Tamaasha 

Tamaasha  is  a  traditional  folk  theatre  form  of  Maharashtra.  The  term  'Tamaasha'  is  derived  from  Persian  language.  It  is  said  that 
centuries  ago,  when  Arab  traders  who  came  to  the  Coromandel  coast,  and  while  watching  certain  folk  celebrations  of  border  towns 
of  Maharashtra  and  Karnataka  in  which  gods  and  goddesses  were  worshipped  with  song  and  dance,  they  started  calling  it 
'Tamaasha'.  It  is  believed  that  earlier  this  folk  form  was  known  as  Gondhal,  Jagran,  and  Kirtan.  According  to  some  of  the  scholars, 
the  rhythmic  pattern  used  in  Tamaasha,  was  that  of  Laavani  Chchand  (generic  of  musical  compositions)  and  also  used  its  dance 
sequences  including  dialogues  in  question-answer  format. 

The  Sutradhaar  called  'Sardar'  in  Tamaasha  is  invariably  a  male  artist  and  enters  the  stage  in  a  stylised  manner,  to  the  rhythm 
of  percussion  instruments.  It  is  the  female  actress  who  is  the  chief  exponent  of  dance  movements  in  the  play. 

Tamaasha,  which  is  closely  related  to  rich  traditions  of  Marathi  literature,  music,  and  theatre  provides  entertainment  on  both 
intellectual  and  emotional  levels.  Religious  rituals  and  rites  give  it  a  new  dimension.  Body  movements,  gestures,  expressions  of 
the  face,  all  are  imaginary  or  symbolic.  The  themes  in  Tamaasha  are  social  and  at  times  religious. 


Centre  for  Cultural  Resources  and  Training 


qkfrftqr  qtq  qq  qfkqq  q-q 


^TTTcT  MK’qfe  'TTH^T  vlPd^T 
Traditional  Theatre  Forms  of  India 

2 


2.  tTWT 

ggrgg  gt  Tj@q  3Hich4ui  f  -  dM'jfl  3^R  grgf  -  ggfg  ggmT  gff  gtfgrh  Tjtgf  ggg  g  gggg  ft#  ti  hi  si  hshh  gn  3T^jg 
irrai  f  fgr  M  3  g?  grgm  4gt  grggf  ti  ttt  gTgff  g  ggf  gtgf  t  ct«tt  g  gra  ti  gg  g  gggfgjft  gra,  grgi  g  michi,  g>ni 
g  gtlggf  gff  gigg  sfg  w  g  gggfi  grgi  grai  t  gtgw  g  ‘gggi-gggt’  gmgr  gpgftgt  gteft  t  -  ggf  gg  fggrfgg  gg  ?wt  g?g  ti 
gtTgftg  gTgg-grgg  gi  gig  ggr  gr  gg?ggfgF  ggfggig  afk  gfg  ggrg  sgw  tht  gft  fgtgfg  gggf  ti 

ggmr  gg  gg  gglg  g  sErn--qfg  ^gr  frit  ti  gra  g  ggf  ggT  fggi  gig  ti  gg  gr  gggftg?  gtgf  g^  g*JH  gr  3jg  tgggt  gff  <hjm1  gg  s-hihm 
gt^  dJn  'f i 

gggt  gg  grgg  g  ggrgn  gggi  gg-gg  ggT  t  fg?  gpj  ggnggg  fggg  fggj  Tjrgg,  gg  ggggg,  grgi  ggggr,  tit  g=6ilji,  gggt  gggg,  ggn  grog, 
ggftggt  #ggg,  gggg  gRkg,  gr|  g^ftgg,  tggigr?  hhit-h  grggg  gg  ggggtKf  ^  gg?  y^am  g  fgg  gT  ggg  f,  fWn  srggr  gppi  gfgg 
gg  ggg  ggrgn  gff  gfgg  gn  gg^  ggct  ggftg  fggm 


2.  Tamaasha 

The  salient  features  of  Tamaasha  are  Laavani  and  Murki.  Murki  is  the  actress  doing  the  role  of  a  dancer.  She  dresses  herself 
in  a  very  distinctive  manner.  The  saree  is  worn  around  her  legs  like  tight  pyjamas.  Her  hair  is  adorned  with  the  Veni.  There  are 
anklets  around  her  feet,  Kolhapuri  necklaces  around  the  neck,  Paatli  to  decorate  the  hands,  Jhaalar  for  the  ears  and  the  nose¬ 
ring. 

It  is  believed  that  one  of  the  oldest  forms  of  dance  in  Maharashtra  is  the  Vaaghya-murali.  Laavani  has  its  roots  in  this  ancient 
dance  form.  Classical  music,  footwork  at  lightning-speed,  and  vivid  gestures  make  it  possible  to  portray  all  the  emotions  through 
dance. 

The  stage  for  Tamaasha  is  over  a  meter  higher  than  the  ground  level.  The  back  of  the  stage  is  curtained.  With  the  introduction 
of  electric  lights,  no  oil  lamps  are  lit  now. 

There  are  some  performers  who  are  remembered  to  this  day,  because  of  their  contribution  and  life  long  devotion  to  the  promotion 
of  theatre  form,  'Tamaasha'.  Performers  like  Nilu  Phule,  Ram  Nagarkar,  Dada  Kondke,  Usha  Chauhan,  Jaishree  Gadkar,  Maya  Jadhav, 
Sanjeevni  Beedkar,  Ganpat  Patil,  Dadu  Indurikar  and  Vithabai  Narayan  Gavker  are  remembered  to  this  day.  Their  names  have  become 
almost  synonymous  with  this  form. 


gigffggt  gfig  gg  gfggg  gfg 
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3.  cTWT 

dHIRI  3tRH<  RRRT  RnH  RIRI  r-llcMIdR  Fl  j|u|^|  c|’mi  ’gtcft  "I" I  ^MiRri  RiR  M  R>)  1F  RTRlRd  tsld  ‘RR’  RT  3RRPR  FIR  R  46H  <=h rH I <+> I J I 

RR  RRT  -  «M,  RRRT,  RlfR><i  RFR  tm  RT  TRRR  R?*)  -  3T8T^T  RTRT  R  RRR)  FTR1  RTTHt  RRiyR  R  -  RTR,  cjui^u'l,  FTST,  ddRVi  3?R  taRsl 
R  *^P™id  RR  RT  3RRT  F  3TR  dR)  3tlRM  R  'lulR  R't-ll  R><dl  FI  fTT  'jRJ,‘l  RR  ‘RR’  R>Sd  1?l 

RR  R  ‘RRcTR’  RT  ‘  ‘IklpR  ’  Rft  RTTjffT  R?)  Rid)  l?l  ‘  'lHpJl  ’  H<l<il  RT  RlfRRT  RlfeR  R  'J>UJl<'ll<’.1l  RR  Ft  URi  ^jRR  TRR  't'l  SRH  ^pw\  RR  iRfR-R 
RTRRRTT3R  RR  R#R  -RTRT  fl  RRRTRTt,  RR3  REfTTR,  RRTRPR,  #1Fft  RTcRT  RT  ‘rtr’  3RRR  RfRftg  WR  RTT  RRi  Fl  cTRTRTT  R  TRRRT  4r||u|<*  RRR1 
RR  R)  RTRRlfRRR  FlRT  tl 

RRTRR  R  TTIRTRRt'  RRT  fRfFRR  RR  RtRRT  RR  RRTR  FIRT  tl  TTRT  R  RRR,  RTRf  3TR  RteJ  RR  tFRTRT  RRRTR  t,  fRRTJ  3RR  TTRT  RR  R)  RRTR  fRTRT 
RTRT  tl  RTRT  RTl  «RfR  R  RRTRT  RT)  RFRTR  RRR)  tl  RRTRTI  RT  RRT  R  ET5RT?  RTl  ^Ttf  RT  fRRR  fFRsTTt  RTR)  tl 


3.  Tamaasha 

Tamaasha  is  usually  performed  throughout  the  night.  Vag  (love  stories)  are  presented  during  the  performance.  The  performance 
begins  with  the  worshipping  of  Lord  Ganesha  followed  by  Vag.  Before  Vag  starts,  the  performers  in  dhoti,  kurta  and  turban  enter 
the  stage  and  pay  homage  to  Lord  Ganesha.  The  musical  instruments  played  during  the  performance  consists  of  naal,  tun-tune, 
jhaanjh,  dliolki  and  khanjari. 

One  of  the  important  aspects  of  Vag  is  Gavalan  or  Gaulani.  Gaulani ,  the  religious  dance-drama  of  Maharashtra,  is  the  narration 
of  stories  related  to  Lord  Krishna.  The  dialogues  are  emotional,  and  full  of  expressions  of  love.  Tales  from  the  Puranas  are  also 
presented  in  Tamaasha. 

The  music  of  Tamaasha  is  often  based  on  the  raagas  Yantan,  Bhairavi  and  Pilu.  Other  raagas  are  also  used.  The  performance  of 
Tamaasha  ends  with  an  optimistic  message  of  triumph  of  Good  over  Evil. 


RTRJTfRRT  RTTR  RR  TTfRTRTR  R^R 
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4.  #rHdK 

qrra  '4',  +'f4,ui  afo  ttWt  4^  -^nddK  ^  y-^dl+^'Ji  y4  w  3rf4f#f4?i  ti  wth  1#j  t£  M«h  3ttit4 

#  TT#  #1  f I  f#J  •qr^H,  TTRT  4l  SppTT,  ^FWT  3TR  MMddidl  fl  dS'lMdK  4l  3PJ?TR,  f#J  WR 
"4  Hr*-'-l ,  cf>4,  q<l5,  -jIVs ,  'dlHd ,  Mtt'jtlH,  TR,  (RT  dc-KIH )  TJ^  «pj  4>  3tddk  PcIR  4  3T4  chR'd,  4>  tpR  4' 

31ddPld  #11  yFrt  4  ^IlddK  4“  TOfdtenVT  t4  yf&TT  TJ^  #,  3#  f  44#  RTOT  #  4fk  44ft  TRT  4  W  W 
RR4  34#  M4KM4  tl  "OINdK  #  3raqTTW  TH  HIT#  44  RTT  m  y(#J  (  124T  ^IdKl)  RH  ^TTcfT  4, 
Pd-#  -  Iduj^  4P  tr  3iddkl  t>t  ‘ 44r  444^ ’  4>  ipr  4  t#  f4di  i 


4.  Dashavatar 

Dashavatar  is  the  most  developed  theatre  form  of  the  Konkan  and  Goa  regions.  The  performers  enact 
various  episodes  from  the  ten  incarnations  of  Lord  Vishnu  -  the  god  of  preservation  and  creativity. 
These  ten  incarnations  are  Matsya  (fish),  Kunna  (tortoise),  Varah  (boar),  Narsimha  (lion-man),  Vaman 
(dwarf),  Parashuram,  Rama,  Krishna  (or  Balram),  Buddha  and  Kalki.  Although  the  Dashavatar  is 
performed  in  various  styles  in  different  states  of  the  country,  but  it  is  more  prominent  in  Konkan  and 
Goa  regions.  The  credit  of  bringing  Dashavatar  concept  in  the  fold  of  theatrical  arts  goes  to  Jayadev 
( 1 2,h  century  A.D.)  who  in  his  'Gita  Govinda'  described  the  ten  incarnations  of  Vishnu. 


■HiVjTdcb  Trict  rr  RfwRT  rpr 
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5.  <WMdK 

Tfr^T  tfht  afk  +T+|ji  sb  3  ^iid'du  ^  ^  Tra  3  ^rst  P^^iMai  ~m  i  ^  #  <+.i4shH  R'  f^nj 

TR  ^  3TftR7  3hc(cII<I  TT!  ■HHld^l  6  Id  I  ?l  TTcHMcTR,  -j  Ph  e  I  ^  n  K .  tIHNclK,  'J)UJlldrlK  3tT  y^dl^M0!  3h  cH  J  |  —  3H  <rl 4 1 
’ft  6  Id  I  f'l 

HWI-jUK,  y^dl<*)0|  3[R*r  TfRT  ^  FTcTT  fl  Ho^NdR  ^8TT  3  W  #  Tl  ^  ^TM  t  ddl^dld 

f^n\  Sd'dil^  cfir  ^«T  cR  efr  ^  3Tri  f  I  <J#IMd|J  3,  ?FFFp:  W-ll-jHK  4sMHIddi  3^  fd^di  TT3  3#nkl 
TRdT  tl  3jfK  cf#5ft  ep  5R?TO'  cf;  if^T  3Tk  TTTbJT  t£  '^[PTdK  tf  TOJfl  ^tT  ^TMl  d^IddR  sfa 

=KIBWdl<  dd  y^dlchJui  -gtcTT  3T^  t,  HfdR  JH  SLddTCf  tl  Tfsffarl  cbSlM  Td  fatm  dFf  f^Tl  ^TfTTI  <VINdK 
Ti  y^dl=b<u|  f  TTR  3TTT  ^tot  tt  ctf  eTtdfTSTf  Td  ^  Stfe  tl 

'^iradK  dd  WRFTd  y^dl  +  OI  TT  *PTT  WI  tt  f  tldT  3TTCT  tl  Rfe  ^  WT  tl  TH  W  TTdT  3#fa  Tt  ^Tdt 

tl  Wd  ^  cT«TT  Tjtd  3TR  ^  dK  tt  ^t4sFR  tlTT  tl  W  ^  W  dft  M^dlddl  tl 

‘IldddK'll  Td  -HHM^I  dtf  tfdT  tl  ^IlddR  tt  yfddlTR'JI  t  3RJ  o|M  ^\  tt  t  S%,  dddH, 

tsft,  ^T,  Sitrl^hl  3fk  WSftl 


5.  Dashavatar 


Dashavatar  of  Goa  and  Konkan  is  unique  since  in  a  single  performance  as  many  of  the  incarnations  of 
Lord  Vishnu  as  possible  are  performed.  Some  of  the  incarnations  like  matsyavatar,  narsimhavatar, 
ramavatar,  krishnavatar  are  presented  separately  also.  The  performance  after  elaborate  purvaranga, 
begins  with  the  matsyavatar.  Demon  Sankasura  steals  the  Vedas  from  Brahma.  Thereafter,  Vishnu 
recovers  them  after  killing  the  demon.  Sankasura  of  Dashavatar  performs  the  role  of  the  villain  as  well 
as  jester.  Buddha  and  Kalki  incarnations  are  not  shown  on  the  stage.  The  performer  in  the  guise  of 
Kurina ,  and  Varah  do  appear  on  the  stage  but  no  specific  episode  related  to  these  incarnations  occupy 
an  important  position  in  the  performance.  The  focus  is  on  the  presentation  of  episodes  revolving  around 
Rama  and  Krishna. 

The  Dashavatar  is  generally  performed  in  a  spacious  sabha-mandapa  -  the  presiding  hall  of  a  temple, 
on  festive  occasions.  It  is  an  elaborate  ritualized  offering  to  the  presiding  deity  of  the  temple.  The 
Purvaranga  begins  with  dliamal.  The  chorus  stands  in  a  crescent  like  formation  with  Sutradhar  in  the 
centre,  and  no  song  is  sung  while  dliamal  is  going  on.  Dliamal  is  performed  by  playing  mridanga  and 
big  brass  cymbals.  Other  musical  instruments  usually  played  during  the  performance  are  tuntune,  tambri, 
daph,  dholki  and  khanjiri. 


■Hir^hRldi  t=ftcT  '5tf?T8tI,T 
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6.  «vVINdK 


<!#ncmK  ^  w<Hid  fI  f  i  ^r#r  ■qr^Traff  t  RTWT  ( io4f  ^iak))  m  srmrfer  w 

TTTOBTf  <FT  BHM*I  Fmr  tl  ^  W3TI  3  TplWf  TR  WI  FM  tl  ^  TpftS  TRFFt  ^  3TK  TTTF  ^  Tpft  w:  «R 

tl  tf  TjjgrrsT  Tfc  rht  fjm  fi  TRrt  ^  ^  ^  ^mi3Tf  tr  Rm  Fftt  ti 

■qwq  f%rF  if  Tprprj  TTT«T  3TR  ftlfe  ’ft  f  I  W,  Rife  3TK  fqfe  tl  RTF  tRF  RfFR  BRRrft  RR  tr  3RT?fr  tl 
TRRFcft  RF  RR  TT  RRR  3qk  TRRTR,  TcR  RT  FTr^T  f\ ^HTT  tl  BTRiR,  FRt  RF  RfTR  BrfRTlR  RRF  RTtf  RdllRK  RTRFgt 
R  RR  RR  RF  RRR  R  RTRR  tl  RF  ST^FRl-H  fFRTH  ^  ftlR  1%  ttl  RTFR  FT  RRR  f| 


6.  Dashavatar 


The  costumes  for  Dashavatar  plays  are  very  similar  to  the  costumes  of  folk  plays  of  Karnataka,  as 
all  forms  of  Vaishnava  drama  are  interrelated  with  regional  variations  and  inspired  by  the  Bhagvata 
cult.  Apart  from  stylized  make-up,  the  Dashavatar  performers  wear  masks  of  wood  and  papier  mache 
as  per  the  requirements  of  the  performance.  Lord  Ganesha's  mask  is  considered  the  most  auspicious 
and  is  worshipped  alongwith  the  temple  deities. 

In  the  picture  (centre),  one  can  see  Ganapati,  the  remover  of  obstacles,  appearing  on  the  stage  with 
his  two  consorts  -  Riddhi  and  Siddhi.  Elaborate  worship  is  offered  to  them  by  two  Brahmins.  After 
their  departure,  Saraswati  -  the  goddess  of  learning  appears  in  dancing  and  is  recognized  easily  by 
its  peacock  symbol.  After  giving  her  blessings  she  goes  back.  A  wooden  peacock  head  is  tied  to  her 
waist  suggesting  she  is  astriding  the  bird,  which  is  her  vahana. 


^lAjTdcb  <Hld  FR  yfVISt17!  <+>-£ 
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^lUJIlcidH  Ml  RTT  RTO  TORFcj]'  ?Rk1  RT  RRTTOTO  TO?R  RTT  TORT  RTRT  tl  RTTOI  RT  RTffTOTRTHFT  $R  TO,  TORT  TOT?  TO  PR  Rtt  "P  fTORTR  «RR  fRRTI 
<Ml  HdRI-S  Ft  TO  ehUJl'f)Rl  =Fft  TOt  TORT  R>t,  Rfl  fPJTRPT  RTRiTOTTOR  RTT  TO  Fl  TO  1 4  TOTO  FI  ’’JTOTFJT  R7  q"IJJl  h'F\<  TO,  Rt  <Jt1<.  R>«rl  TO'  fTOTcT  F,  RF  -joR 
TOTTORT,  SlfacitJ  RTOjR  f^TOTT  TOTTcTT  FI  RTRTRTR  fR%R  TOTRT  rTOrTTO  TO  Ft  TOTR  t'l  RT^  WTfRTOTT  TO  RFt  RRT^FTT  3T|7  TOR  TTORT,  FTO  TOTTOR  FT#  RTT  fRFTR 
TOFTO  TRR  RTTOTt  t'l  RTRTRTO’T  TOfRTORRF  FTFT  tl  frrojRFTO  RT  TOR  TOTO  TORTOTOTO,  Wrfwm&R,  (IBsbJ^I,  RTTORTOTO,  TO7RR7TO.  R7TO  f^TO,  /r/RTO  RRTO 

tor  writhe  t'l 

TOTOTTORTOR,  fTTOTTSPi  RTT  WTO  Rfa  TOTOeR  'TOR  RTRRT  TO  FTRT  FI  TOFFRTO,  TOrTOt  (  TORTcTTTOTTO  )  TOR  TORT  TOTTOT  R1RRT  Rf  RTF  RT  RTOR  Ft  FT  RTR1RTT7  RFTOft 

TOCF  ^  TOTR  TOR  TOT  TOTR  tl  PRTO  TOR  RTT  TOTTOTTO  FTRT  t,  TOTF  RT  RTTOTO  RTRTTRTTTO  R7  %t  TOR  TOTR  Ff  fFTRTF  FR  t'l  TORTR  FJTOTOTO  RT  RTF 

Ft  RTORfRRT  RTTtRTTO  RRTO  FTRT  FI  TOR  RT  TOTR-TOTTOR  FR  FTO  TOTF  TR  TOfrrftRR  TORT-Ff  RTRTFt  Rft  RIFtR-TT  FT  FTcft  F  RRT  TOR,  TOT  TORT  Ft  RTT  TOR 

t,  TOT  TORT  Ft  RiftfaT  RT  toFiRrR  TORTRR  RHdH  TFcfl  tl 


7.  Krishnattam 

Krishnattam  as  a  theatre  form,  came  into  existence  in  the  middle  of  17th  century  under  the  patronage  of  King  Manavada  of  Calicut. 
The  script  of  the  play  'Krishna  Giti’  was  written  by  him.  Krishnattam  is  performed  every  year  at  the  famous  Guruvayur  temple  of  North 
Kerala.  The  performers  belong  to  certain  specific  Nayar  families.  The  Krishnattam  is  performed  with  great  religious  fervour.  The 
traditional  costume,  stage  decor  and  presentation  have  been  maintained  over  a  long  period.  Krishnattam  is  a  cycle  of  eight  plays 
performed  for  eight  consecutive  days.  The  plays  are  -  Avataram,  Kaliamardana,  Rasakrida,  Kamsavadha,  Swayamvaram,  Band 
Yuddham,  Vivida  Vadham,  and  Swargarohana. 

The  performance  begins  with  the  lighting  of  the  oil  lamp  on  the  stage.  The  musicians  appear  on  the  stage  with  drum  (maddalam), 
cymbals  (ilathalam)  and  gongs  and  perform  a  sequence  to  inform  the  audience  that  the  performance  is  about  to  begin.  After  this 
sequence,  a  colourful  curtain  is  placed  and  held  by  two  persons  before  the  actual  performance  begins.  Behind  the  curtain  several 
dancers  dressed  in  female  attire  sing  an  invocation  song  Totayam,  literally  meaning  "the  beginning".  The  curtain  is  held  in  such  a 
way  that  the  audience  can  see  only  the  performers'  feet  and  parts  of  their  bodies  above  the  chest.  Eyes  and  facial  movements  are 
prominent  features  of  Krishnattam.  No  other  stage  properties  are  used  except  wooden  stools. 


■HiTOjTuch  to!  ci  tor  toIftrto  rTOf 
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RR1  ^  R  ci<rHtsl  fRRlT  RRT  1%  fR  RTTR  RTTO  R  3RR  m  RT  RTR  f|  3RR7R7,  RRR  3RT  RT  RTR  f|  pSTR  RRRTT  R  PR  R7T  R#R  RRT  tl 

RWRf  rt  ^  rr)  #  ^f,  fRR  rt  rtrr  rr)  r  fR?ra  ertr  Irrt  rrt  i,  ^er)  r  rtri  rk  rrfrt  rtt  rtr  rrr  p  %r,  ^  pt  «rh 

t%RTI  tRRT3Tf'  ^  RF  fpfR  fRRT  fp  fpnj  RTRfR  r)  ifUJ\  sfc  RRRR  ^  TJKRt  RI  H-i/R^'-l  ER  RR,  ct>cboT  3}k  RTRf  R7T  fcHI^I  RRRI 

<}>UJII<iH  ^  ^hr^lc^K  fR  rpfpRT  RR  RRR  RRT,  Rf~RRR  RK  RRfa  R  RRR  tl  cpRRtRT  PT  3RTR  RTR  RPT  tt  RT  RTR,  FH,  RE  FRt  R  FETT  tl 
tRT  faSMH  t  1%  4dM<rpd  RqfE,  RETE  RlfET  pt  FR5T  E(  RTR  FR  RiRT  EF  RTR  EE,  RETE  Eft  ElfE  Rt  EE  REE  tl  PR  fEE  R  (EER,  ETE)  EEJFE 
3TR  EEETl  TJ^7  EEs|  R  73R  3TR  RTF  EE  TF  tl  37Erf/<^  Eft  TpfETRT  R  EIR^R,  REETR  REm  EE  WRI  3TR  EFETE  EE  RiE  tl  ERTET  3TR  EllEET, 
pft  ETEET  Eft  ''J^ETET  R  ETE  fEE  Ef  ETE  #EEt,  ETEEt  3Tk  RTcft  t  (fEE  :  PET.  REE)  I 

E>UJll<i<iH  P  fgEtE  ERE  R'  chlfoRR^HH.  ETE  EtET  Ref  ETE  EftFT  ETft  TFEt  tl  fEE  REE1E  REt  EEt  ERT,  EETTRT  E  EF  ETT  EE  fRTTE  tl  EE 
RTJT  ETE  RRR  t,  PR  fFR  RqRR,  3Tgr  Ryt  Rf  RPR  tf  RRR  tl  (fRR  :  RTR) 


8.  Krishnattam 

Avataram,  the  first  play  in  the  series  of  eight,  is  about  the  birth  and  early  childhood  of  Lord  Krishna.  The  play  begins  with  Bhoo  Devi 
requesting  the  God's  help  to  eradicate  the  evils  from  the  earth.  The  Gods  decide  that  Krishna,  one  of  the  avatars  i.e.  incarnation  of 
Lord  Vishnu  would  come  to  earth  and  accomplish  this  goal.  The  performers  dramatize  the  events  depicting  the  birth  of  Krishna  and 
his  childhood  pranks.  There  is  a  belief  that  childless  couples  on  watching  this  play  are  blessed  with  a  child.  In  the  picture  (above 
left),  one  can  see  Vasudeva  and  Devaki  fondling  a  baby.  The  story  goes  on  to  tell  us  that  Vasudeva  gives  the  baby  to  Yashoda  and 
Nandagopa.  In  the  picture  (above  middle)  one  can  see  the  milkmaids  celebrating  the  birth  of  Yashoda's  son. 

In  the  second  episode  of  Krishnattam.  Kaliyamardana  one  can  see  the  childhood  pranks  of  Krishna.  In  the  picture  (above  right),  one 
can  see  Krishna  fighting  and  fatally  wounding  the  Bakasura,  a  bird  demon.  Eventually  the  bird  dies  at  the  end  of  the  sequence. 
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^  rcf  Rfa  r  to?  TOfa  f  fro  srh  rI  ^tott  to  ^tot  tor  «ji  tototrtttt,  tor  toto,  ^ifapjf  to  rtto,  fRwjmr  rtr  tott  tr  Ri  RTRt, 

TO  Tjuff  tor  crof^;  RTTOR-RrR  ^  TOT  T?  Rl  TOUT  R  TORI  fTO  WFI  TOT  RR  fRMTOT  tl  TOUT  R  WTO  TOtT  RTTOI  TOT  3T^TO  TOT  fRTOTI  ^PR  fTOTOTO  W 
TO  TOT  TO  WTO,  R^  RTRT,  TO  TOR  TO  f  I  RRTOTR  3TTT  RTOTTOR  TOT  TORI  TO  TOT  TO  Rff  TORT  fTO  TOTlf  Rf  3P|RTO  tl  TOR  TOT  3TRRT  RRTcft  RT  TOTOTTO 
TORT  TO  3TtT  TO  <WI  ^  TORI  TOt  RPfRT  RT  TOTTR  j?j 

RRTOR  TO®1  ^  RTOTO1  R  RR  URR  Tfft  fRRR'  RR  ^  RR  RtcTt  Rfwr  'TORT  t,  RTOT  RlcR-RRTR  TR  TOT  TORlf,  ftR  Tt  ’,  ^  totrto  tt  tort 
TOTRt  t  Ref  TORTTO  TO  JTTTOTT  TOT  TRTOff  TOT  'gTOTR  TOtRT  TOI  TOT  RT  TORZf  ^  t,  TOt  RTO  TOTR  TO  ^RT  ^FTR  ^  TORt  TOTOR  Wf  tl  TO 

Midi  HmI ,  rTr  TO  TTO  3TTT  TOTTOR  TOT  MIr  TOTT  TORTTOt  TOTRT  tl 

fRTOT  RT  fTOTOR  TOR  tt  fR  TORTTOTT  TO  TJTsT  RT  RRrTO,  RTOTORT,  TOlfcTRR  3TTT  fRTOT  TOTTORT  Rf  RTRTTOT  TOTRT  tl  RTRTTgTOR  TOTcRfTOT  TO  TOT  TOT  TR 
RTT  tlRT  tl  TOTTOTO  TO  TOTOt  TO  TOTR-TOTR,  TOTRTO  sltT  TOPf  TO  RRtTO  TO  TOR  TO  TOT  TOt  RTTTI  TOT  fRTOT  TOTRT  tl  f™T  TOTOTO  TO  TORT  TR-fttR  HlPcIRl  TOt 
RRRT,  TORT  TOt  Rtt,  sffc  TOTU  RT  MTOR  TORTOR  RTtJRTO,  RfTOt,  TORR,  TOR  f  TOfUR  3TTT  RTTO  RT  TRfTOTRT  fTORTO  RT  tit  t’l  ^WTTOTR  R  f¥RTO 
RTR  TOUT,  RRTTTO,  '^RRT,  RTT,  RTTOTRT,  TORTOR,  WRTO  RTOTT  Rf  'gTTOR  RURR  tl 


9.  Krishnattam 

In  one  of  the  episodes,  the  singers  recite  a  story  of  how  Krishna  was  worshipped  by  Lord  Brahma.  The  story  begins  with  an  episode 
where  Krishna  surrounded  by  his  friends  is  being  praised  immensely.  Lord  Brahma  on  witnessing  such  devotion  suspects  Krishna's 
powers  and  thereby  make  the  cows  and  cowherd  devotees  disappear.  Krishna  creates  them  again  and  carries  on  with  his  jokes  and 
witty  conversation.  Lord  Brahma  realizes  that  each  of  the  new  creations  is  a  divine  one  thus  repentent  of  his  folly,  he  seeks  pardon 
from  Krishna. 

Krishna's  costume  consists  of  a  red  skirt  with  yellow  pattern  on  its  sides,  a  dark  blue-black  long  sleeved  shirt  on  the  top  with  a 
head-gear  or  mudi  topped  by  peacock  feathers,  an  urn  shaped  crown  made  of  wood  and  covered  with  gilt,  bells  attached  to  the  leather 
pads  just  below  the  knees  and  a  chutti ,  two  white  protruding  borders  which  extend  from  ear  to  ear  along  the  jaw  and  chin  line.  The 
chutti  is  made  by  mixing  one  part  lime  powder  with  three  parts  rice  powder  along  with  water.  For  make-up  the  colours  used  are  nil  am 
for  blue,  manayola  for  yellow  and  chaliyam  for  red.  Soot  is  used  for  black  and  rice  powder  for  white.  The  green  colour  used  for  the 
make-up  of  Krishna  as  a  young  child  is  light  in  shade  and  it  becomes  darker  as  he  grows  older.  The  costume  of  Lord  Krishna  also 
comprises  a  breast  plate,  chest  ornaments  of  beads  and  fresh  flora,  girdle,  upper  arm  and  wrist  ornaments,  ear  and  forehead  ornaments. 
Glittering  crowns  and  other  ornaments  are  worn  by  the  performers  as  per  the  requirements  of  their  roles.  Different  characters  like 
Brahma,  Yarna,  Putna.  Mura,  Narakasura,  Jantbavan,  wear  different  types  of  colourful  masks. 


RTTT>fRTO  TOTR  RR  TTfTTTOTO  R)-R 
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10. 

H'dRIcft  Rff(R  tf&WH  (Hc|UsH-Rr*RT)  R  "ftf  RRf  RRRft  Rl  fife  "RRT  cj  ^oildR.  (ffffT)  RTl  MpIRl  R  pR 
R3R  tl  <#tfk d  yf^ilid  R?l  M|A|pRv  RIpilTHR  %RI  ^  RT%ft  RFT1  RR  R^  R  fclH  Rft  >HIMUII 

tl 

RR  M  RRRK^RITRt  ^  ttRT  f,  cTfq^TTcT  RR  RT  ftlR  R  RTTR  RRRT  ^TTcT  tl  RRR  tlRchl  ^  3TWR?  R1  =hR'Jl 
Reft  RT  RRR  RRFT  RRXRTR  fRRTR  tl  3RTP  RRR  R  RRcft  R  <|Rr>I  R  R)5  tlR  RT  RpRI  RfRURTRR  RRT 
R  *-)R<=lfHd  tt  RTRl  tl  RRR:  RRRft  ( RTR5T t)  <rR=FT  (  )  R7T  RR  RR  Reft  t  RRT  ynWacnR  RR  R  RTfCTT  RR 

TJ^R  fftd‘1  RR  fftRT  RTRT  tl 


10.  Mudiyettu 

In  the  Malayalam  month  of  Vrischikam  (November— December),  the  temples  ot  Kali  in  Kerala  reverberate 
with  the  sounds  of  Chenda  drums  and  llathalcun  (cymbals).  The  Kotti  arriyippu  is  the  musical  announcement 
inviting  people  to  the  temple  to  witness  the  traditional  ritual  performance  of  Mudiyettu. 

The  introductory  scene  begins  with  vandana-shloka  (invocation  song)  followed  by  Shiva  and  Narada 
entering  the  stage.  Narada  enumerates  the  problems  faced  by  the  devas  due  to  the  misdeeds  of  Darika. 
In  the  next  scene  the  entire  temple  courtyard  turns  into  a  battlefield  when  a  fierce  war  rages  between 
Kali  and  Darika.  Ultimately  Kali  (goodness)  kills  Darika  (evil)  and  symbolically  the  head-gear  of  Darika 
is  removed. 


■HKRiftl'h  RTTR  RR  ylv IRTR  Ri-R 
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11. 

■gfeReg  r?1  RRifR  rr  rrt  rfr^  rrr  r  r(  rrrtt  t,  RRfq  fRRt  rrrr  rt  nfat  rrr  %  RfRRpRl  rt^r  dMet^r  rsT  f'i  Irr;  Rt,  ^r  Rfg#R 
'c:ffe--3cmidcb  r?1  ^H<ch  rrr^rrI'  3  rr  -jt^tct  fRRRT  i  fe  srt  '•hjrRr  rrrtr,  ^r  -  Rtf ^rrrr,  ^^114^4  rrt  RTRRRft  ?ttrr  ^Rt  3  rrft 

m^\  R5R  Reft,  RIcHIcHRdl  RR1  R^R  RR-llfq*  RRjfo  %tr  ssjtRT  RTR  RTRT  ^feR<e  ^RR  R  RiRR  RRRt-RftR  Rg  y<Pdd 

fRR  RTRT  tl  RcRRt  Rt  H,fei|dd  Rt  RRR  RRjfd  IhIRk-IH  f^  R^  RRRfRRR  RfR  R  Rt  RTrft  tl  RrRRRTR,  R  RRjfRRT  RRt  Rf  RTR  TJRT  RR^RRR, 
<*lri<*>ld.  RTf.  w/dc//  RtfR  RfRR  R  6ft  ^RTRY  tl  RRT  T#R  R  cJR*  RfRT  R  MRR  fRRRT  Rft  RRjfRRT  fafW  R-jWIHl'  R  RRT3Tf  RT  RIRtRR 
61 dl  1 1 

RR?  R*  Rt  fRRR  Rt  RRRPRT  RR  RRR  yf^ildd  3RJT  RTffRR  RT  RRl  RRRRRt  Rt  Rfa  RR  RRTR  tl  <|Rr>I-RR  Rt  RpofupR  fRRRRt  R  fRfRR 

r4  3TR  3Rt4  RT  #R  RTT7RR  RT5  RR  RR  RFJtgrftR)  ^JrR-RTRRT  R  3}fR%  fRTRT  RTRT  tl 

RTRTfRRT  RRjft  R(  ^  ’jfa  RT  RRRRct  Rl  fRRTR  fRR  (  RRR)  RR  fRRR  RTfa  qrRRT  3  fRTRT  RTRT  tl  fRRTTR  fRR  RTT  fRRR  RfRRCRRR,  Rt  9ft  RTlfRR 
(R't’JF)  ^  RTRR  RlRT  t,  R  fRTRt  RTRT  tl 


11.  Mudiyettu 


The  origin  of  Mudiyettu  has  been  traced  to  the  ancient  times,  though  there  is  no  recorded  evidence  to  indicate  the  accurate  period 
of  its  evolution.  However,  the  choreographic  nuances  of  this  unique  temple  dance-drama  indicate  that  other  traditional  arts  like 
Koodiyaattam,  Krishnattam  and  Kathakali  might  have  originated  from  it. 

Known  for  its  spectacular  style,  buoyancy  of  spirit  and  highly  artistic  presentation,  Mudiyettu  is  usually  performed  only  in  the  Kali 
temples  of  Kerala  as  an  oblation  to  the  Goddess.  Each  year  the  first  performance  of  Mudiyettu  is  held  in  the  Kalambukavu  temple, 
in  Ernakulam  district.  This  is  followed  by  performances,  one  after  the  other,  in  the  temples  of  Padathukavu,  Keezhkavu,  Maradu,  Vyttila, 
etc.  The  performances  are  based  on  certain  rites  and  conventions  that  vary  slightly  from  temple  to  temple. 

Springing  front  the  universal  concept  of  the  victory  of  good  over  evil,  Mudiyettu  depicts  the  triumph  of  goddess  Bhadrakali  over  the 
asura  Darika.  The  eternal  fight  between  dharma  and  adharma,  as  portrayed  in  the  Puranic  legend  of  Darika-Vadlia  is  enacted  in  this 
ritual  dance-drama. 

Prior  to  the  actual  performance,  a  large  icon  ( Kalam )  of  Bhadrakali  is  drawn  on  floor  with  coloured  powder.  The  gigantic  Kalam  is 
usually  drawn  at  the  temple  valiyambalam,  beyond  the  sreekovil  (the  sanctum  sanctorum). 
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12. 

R  TTTcl  -  %cf,  Tlffm,  ^H<K,  cT«TT  *Ij7NtTT  (^P^TT)  -  Tpfl 

■HM  ff  el  cl  I  l?l  37f*Hc1l  37rffnT  ^TT'JjTTT  S-.JTTUJ  fqqq,  riMl-TTT  (  ysl )  4eH,  ^lel  TH  S/‘IK  M  1TJT— ^fllc1<=h 
TH'HK  cSmRsTcT  ^7  TH  i?l  37T'JJ'7TrT  cl^  sl  «bf,  ■*<t|J[j<qt  ^Hdcl  ^  ?Tt?T  Ti  d=hsl  ft  3H|cjr|  ( <S=h )  '?T?t  t'l 

wfo  7^7  3  gfifteg  ■qr  trr  TTTjTFT  ^ft  TjaFift^R  Tin  ti  cbMicR  f,  titr  ■H^iq  ^  c#ff  t  tt  ?T7  ff 

^I'Tlcll  "StFcT  T>T  eft  I  3TFn  fTT  TnTTTfTtFI  MKhR^  ^RTT  TCq  Til  cfR  TI  TIT  Pi°7l<7'=b  TTtJlT  ^TlRlcI  T7f  l|tt  t'l 


12.  Mudiyettu 

The  seven  characters  in  Mudiyettu  -  Shiva,  Narada,  Darika,  Danavendra,  Bhadrakali,  Kooli  and  Koimbidar 
(Nandikeshvara)  -  are  all  heavily  made-up.  The  performers  take  on  an  other-worldy  appearance  wearing 
gorgeous  costumes,  tall  head-gears  (mudis)  and  face  make-up.  Their  ornaments  are  made  of  wood, 
covered  and  gilded  with  glass  pieces  and  beetle  shells. 

Traditionally  Mudiyettu  was  monopolised  by  the  Marar  community.  Later  the  Kurups  also  gained 
proficiency  in  the  art.  Today  this  picturesque  traditional  form  has  just  three  or  four  performing  groups 
to  keep  it  alive. 


tHlVjflct'*  7?TRt  uR|?70T 
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13.  cl^ 

q?t  wfe  dl+^on  V'lPd'-lT  q  cR^rq  qq  fq#f  *«qq  tl  W,  •H'^id  qqq  #  qq  M<H'’-JWlqq|Jl  xfpjj  ^TTcTT  t  3T«7fcT  cT^rq  qqqH  qt 
qq  q?q  li  qq  qfiqqfq  q,  qqqqTsn  qq  qt  qqqriff  iwii'  Ryiqi  q m  ti  qfsqq  qqq  q,  wqtq  qqrq  q  q#qfi',  #q  qft  qT?qT3Tt  qfr  q^T 
q?t  qqr  qqfPqq  «fti  qpqq  q?q  fqfq^  qifqqi  iri  qqq  q^qf  qit  qqr  qr  qqn  ti 

dq*i  q-  y*qdiqij'j|  q  cjm,  qqffq,  qqqfq,  qqqq,  qqq,  qqqqt,  qqq^,  qqqFrq,  ■jqnfq  qr?j  qqqq  ^id  qi  qq  q  qfqqt  qq^q  <<°h  qiqn  qra 
qqt  qpq  qrar  i,  qt  mz  qrqr  qi  qqn  ii  qq  qra  qq  qqpt  qrqr  qq  qfqqqqrq  q i  qqqqqqq^  qtqr  ^mt  ti  diddid^  qt  q*qq  qqi  qpft  q  Ph^it; 
qPt  qfqqq  pqqmT  f  afk  <qq.  qfq,  qqqrr,  qqntq  qq  sq  qqqT  ti  qfqqqqqq  qft  qqqiqfaM  qq  qriqr  qqq  q  qqj  q^qqf  tq  qqft  ti 


13.  Theyyam 

Theyyam  is  a  traditional  and  extremely  popular  folk  theatre  form  of  Kerala.  The  word  'Theyyam1  is  derived  from  the  Sanskrit  word 
'Daivam'  meaning  God.  Hence,  it  is  called  God's  dance.  An  interesting  feature  of  this  folk  form  is  that  spirits  are  also  attributed 
with  godliness.  The  tradition  of  worshipping  of  spirits  of  ancestors,  folks  heroes,  and  deities  of  various  diseases  and  ailments 
used  to  be  extensively  practiced  in  South  India  and  Theyyam  is  performed  by  various  castes  to  appease  and  worship  these  spirits. 

A  variety  of  musical  instruments  like  drum,  cymbals,  kuzhal,  perumbara ,  conch,  cherututi,  uttuku  and  chermangalam  are  used 
in  Theyyam.  The  most  important  among  these  is  the  drum  or  thudi  (small  drum).  The  drummer  is  known  by  the  title  thudi  karan 
or  kottumutharan. 

The  one  who  plays  the  drum  leads  the  entire  performance  in  terms  of  its  speed  and  rhythm,  climax  and  interludes,  from  the 
beginning  till  end.  The  synchronisation  of  the  dance  of  Theyyam  with  the  beats  of  drum  is  the  most  interesting  aspect  of  the 
performance. 
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14.  cTZZT^ 

744  4'  74471  77  fTTir  4777  ti  7777  ^  7^  74t  77}  apcrter  ti  31-7777  fTTT?;  tt?t  7 m  ti  7T4  tt! 

^mf^T-ll  77  77  7T7,  did  7H^  4  7T7  777,  7-m  4  7711  77  7?T  •Jdl  4  7J[  7  7>f7  did  44  74  3ni<=h’4=t>  47  4^1 
77T7T  tl 

7474  71  44t  4T7  7d74  37f7  4,<i74  414  Tit  4%77l  tl  11747  4t  77t  37k  444  741717  4177  tl  774 

77  7e1I7KI  7t  47^  HlRdd  Tl  fed 7  3717  *41717  77  4  7171  TFt  Tlcft  TjfTTl  TITlTl  77  77  tft  tl  4f777  cTTTtf 

ddldl  trtt  tl 

7  <74  4dl  4  4T777  77  *j1]d,  p74  4fe  761  7171  t,  77747  5  4  6  7le  7177  dkll  6  Id  I  tl  44771  sfR  4741717 
77  7f77  4f  ITTTf  4777  Ti  4777  467rl  tl  4,7 1 <1  Tit  d7-sl ,  774  777  7l7  777  3ffl  44 1 0  77  771 't  7t  7  37474,  6d{l , 
<4‘tl  3^7  dl-sl  77  Hldl  77  4t  7ld  tl 


14.  Theyyam 

One  of  the  distinguishing  features  of  Theyyam  is  the  colourful  costume  of  the  performers.  The  typical 
waist  dress  of  the  main  performer  is  called  Arayota  or  Atukkum  Chiraku.  This  is  made  out  of  splices 
of  bamboos  and  covered  with  red  cloth.  The  main  characters  are  elaborately  dressed  up  above  the 
waist  and  look  very  awesome  and  magnificent. 

All  male  and  female  performers  in  Theyyam  wear  bangles  called  'Katakam'  and  'Chutakam'  and  small 
anklets.  Most  of  the  ornaments  are  made  from  coconut  fronds  and  a  soft  wood  locally  called  murik. 
Large  necklaces  and  ear  ornaments  are  made  of  soft  wood  with  a  coating  of  golden  paper. 

The  head-gears  or  mudis  of  the  main  performers  with  intricate  and  complex  designs  and  decorations 
are  huge  in  size.  The  mudis  of  some  characters  like  Bhagvatis  and  Kshetrapalan  are  nearly  5  to  6 
feet  high.  Made  of  arecanut  splices,  bamboos,  leaf  sheaths  of  arecanut  and  wooden  planks,  mudis 
are  dyed  into  different  strong  colours  using  turmeric,  wax  and  arac. 


4R4>f77r  77l7  77  y IklTTm  4v7 
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15.  <T^ 


■g^ffgrg,  toTOi  %t  to  TOro,  totr  rIrhito  to  3hIh<=)i4  tor  ti  tot  »jrr  k,  %t  to  tojtoT  ark  15#' 
^  fro  tort  tor  f  1  tot  tor-totot  TO  tTOto  TO  to,  qfroqRT,  TOife  w  to  totot  tort  ti  tot  *jrr  TO, 
tohitor  fror  tot  to  3rf^r%  toto  t,  totto  rr  Tfcrot  TOT  TOft  tort  ti 

RWMd:  TOW  TOR-TOf  $  TOT  rTOTOt  TOTOlT  t,  4TO  RlfTOFT  TOT  fed  TO,  TO2T  TO  fTOR  f3TT  TOTOT,  TOTTOTO,  TOTfTO 

totto  totott  to  fey,  fTOTOq  tot  tottot  tort  %  toTO  Midi  totrr  strti  to  fey,  tor  tor  TOfer  tottor  fronj  to  fey,  TOrR 

dldl  TOTTOR  tm  TO  fey,l 

TOTOR  i?ld1  TO  qRTOTO  TOT  TOT  TOTRT  6  id  I  7?  I  TORTTOR  TOf  '•jfTO'TO  TO  TORFl  TO  TRRfT  RRRfRTOTT  TO  fond  TOT  feR  HlrH 
3TR  TOlfecTTOH  TO  MFT  TORT  tl  TOfTO  TO,  TOrRTTO  TO  TORR  TOTO  TO  RfRTOT  TO  TO  TO  RTO  TORT  7TTO  TOtfTOR  t 
TO  TOR  TOT  TOfTOTO  TO#  TOTl 


15.  Theyyam 

Mukath  ezhuthu  or  writing  on  the  face  is  a  common  practice  in  Theyyam.  'Ezuth'  in  Malayalam  means 
'writing1.  The  designs  are  mostly  based  on  features  of  animals  and  shapes  of  flowers  and  leaves.  It 
is  practiced  to  evoke  feelings  of  awe.  wonder,  devotion  and  respect  in  the  audience.  Each  design 
conveys  the  myth  and  symbols  of  the  particular  Theyyam. 

For  make-up  of  the  performers,  the  materials  used  are  tender  coconut  fronds  and  rice  powder 
( arichattu )  for  the  white  colour,  charcoal  ( kari )  for  the  black  colour,  turmeric  ( manjal )  for  the  yellow 
colour.  These  are  the  basic  colours  used  for  make-up.  Each  deity  has  its  own  distinguishing  colours 
like  yellow  for  Lord  Brahma,  green  and  blue  for  Lord  Vishnu,  and  blue  for  Lord  Shiva. 

Masks  are  also  used  in  certain  Theyyams  like  Pottan  and  Gulikan  as  a  means  to  conceal  or  transform 
the  identity  of  the  performer  and  also  to  evolve  awe  and  wonder  amongst  the  audience. 

Masks  are  made  out  of  leaf  sheaths  of  arecanut  tree  and  wooden  plants.  They  are  painted  with 
intricate  designs  and  motifs. 


rr^TOTOrt  TOtt  to  tTOttot  TOto 
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16. 

<^fdqddH  R#F  Ft  TTfajf  MIFTRf  RlRHIcPT  tRRT  f  P^1-H=hl  W-M  FtRTf  F  FTFTF  F  TCFTI  ‘ RfeqRHF ’  FT  3T*f  t  -  fFF-FF  RTT  ~Jr? 
RT  3#FPT  RTTRTI  ITT#  3TfT  tj^ct  #Ff  FTF  f'l  F  FOJ#  W  W  RTRRTf  Rl  f  I  ■jTiRdiF.  FTFF  4  'pRfg  md^lfH^T  3TtT  ?TR#!T 

■H'ild  Rt  TTF  -  ^'Hl  FT  dM^l'l  If  ■Ml  Fldl  "f’l 

'jTdqddH  rt  RftF  rt!  rtrrtt  (rtftftt),  w  (rrf)  rrt  ff  (Ft  fir )  rTttT  fftf  Rt  f|  ti  tjrrtt  stk  fFjW  Ft  <^<±<1.4  f  f%?m  ftr 

tl  T^F  FfFRR,  TpR-FRTFt',  #T-F§tF  Ft  tFRTFf  Rl  RRT  ft  FTR  RRT  3T«t  FF  IFF  FI#  tl  RRT  RF  tF  FRt'  F  FFT  FTR  F  TTTR  Ft  RTR^sRSTf 
FT  5FR  tl  FRF  fF|FF  Ft  RIF#  Ft  TRd#dl  tl  R?  F#T  F  F#  RTT  RTFfF’F  R??R#'  Rl  FWJTR  FTF  FTRT  F  RTTRT  TgTTT  tl 

Ft#T  F  FF  dTddddH  FT  3#FRR  FdlPid  tfRT  t,  RRT  FR  Rl  fFR  ‘RFRFRFF’  #RTT  tFRT  FTRT  tl  TJFR#  f^FT  FTRT#F  tt#t  tl  RF  RST  RtFF 
FFTFT  FRTTRT  FT  3JRR  tFRT  FTRT  tl  FR  #  ft#  ft  ‘fFFrR’  F#  Fit  tl  Rtf  ft  RTF  ##  FT  FTF  RFRTT  ftRRT  RTT#t  tl 

Rn5  Ft##  #  TRTfFR  FTFR  Rtt  FtRTt  R5cff  FT  FtnfFF  ^FT  3tfFR  iFR  FF  tl  TFFR  Ft  RRTRTR  Ft  3#T  R^JTR  FR  RTT  oqRFRj  R#  FTRt  tl  FF 
Ft  =b<#,  FTftRF,  Frft  RRT  1JFt  Tt  FF#TR  fFRT  FTRT  tl  ftFF  Rt  FTF  ft  RF  TTR  f#RT  FTRT  tl  Rtt  ft  3FJFTTR  Rtt  RTT>3TTR  tt#t  tl  FF  ‘RFRTT’ 
RF8R  t  FfRR  FF  FTRTT  FR  FT  fefFRT  t  -  FT*T  tt  Rltt  FT5  F  FlFfFF  FTtR  RTT  FTR  RTTRT  tl  RTFRRTR,  F#tR  t#  TJT-RTF  FT  TJRRTT  RTRR  fF. 
F#F  RTTRT  t  3RpfT  F#f  FT  TTTRT  FTR  RTTRT  tl 


16.  Koodiyaattam 

Koodiyaattam  is  one  of  the  oldest  traditional  theatre  forms  of  Kerala  and  the  roots  of  this  theatre  form  can  be  traced  to  the  Sanskrit 
theatre  traditions.  The  recitations  and  the  music  are  classical  in  character. 

The  characters  of  this  theatre  form  are  :  Chaakyaar  or  actor,  Naambiyaar,  the  instrumentalists  and  Naangyaar,  those  taking  on 
women's  roles.  The  Sutradhar,  or  narrator  and  the  Vidushak  or  clown  are  the  protagonists.  Mime,  facial  expressions,  eye  movements 
are  the  various  means  of  this  theatre  form  to  get  the  message  across  to  the  audience.  In  this  theatre  form,  even  when  poetic  interludes 
are  there,  gestures  are  used  for  its  dramatization.  It  is  the  Vidushak  alone,  who  delivers  the  dialogues.  He  often  explains  the  poetry 
in  a  simple  language. 

Traditionally  Koodiyaattam  is  organised  in  a  temple  on  a  specially  erected  stage  called  Koottampalam.  A  huge  lamp  is  lit  on  the  stage 
itself.  Behind  the  stage  there  are  two  mishaavs ,  where  the  naangyaar  women  provide  the  taalas. 

In  the  pavilions  of  some  of  the  temples  where  Koodiyaattam  is  performed,  scenes  from  the  Puranas  are  painted  on  the  walls  and  the 
ceilings.  The  stage  is  decorated  with  flowers  and  plaintain  and  coconut  leaves.  A  heap  of  grain  is  placed  near  the  huge  oil  lamp  from 
where  the  ritual  begins.  The  performance  begins  with  a  Naambiyaar  sprinkling  water  on  the  stage  and  recitation  of  verses  from  the 
Naandi  or  some  other  texts  meant  for  inaugural  ceremonies.  Thereafter,  the  sutradhar  enters  the  stage  dancing  to  music  and  rhythm 
and  reciting  the  verses.  He  too  recites  the  verses,  set  in  tune. 
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17. 

TTRjfo  rt  wp  r  fi  3i«^  ‘Irrir’  ri  <rrmT  ^  rr  r  ri  rtf  ti  rt  rkr  rfrr  sri  rtrr  ri 

RTR  f^Rl  ^3fRTT  tl  FRRT  3RTTRT  ‘iRRRn’  RKR  FTRl  tl  RFRRf  RRl  ^tt  R  feiRT  ^TrfT  |l  RRRR  3RR  RRtR  RTR 
dthl,  “h’b'l'^^d  RRT  RRR  fed  'tl 

‘frrqT^’  ffcTTdR  Rd  RTgq  RRJ  tl  RTR,  R^flT,  tfcl,  Rfr,  ‘RRRR  Rfcf  ’  3fr(  ‘RfSTTRT’  3RR  ^  f|  ^fd'-td.dH  R7t  TRR 
fRRlRRT  RF  t  RTRRt  Rd  RRR  RR7  Iff  R  R  FlRR  RTR-I5:  tttf  R  fR  FTR1  tl  fRRRd  RF1  ft  fdRffRT  3TR 

■pRTcT  t  ‘  y-kiim’,  ThciIfui’,  ‘ffRitf’,  Trhkh’  (?t  d<rrira),  ‘rtrrr’  (wst),  ‘  rtrhr’  (rtrr),  *rr  Rrt’ 

Rift  %RT-RddTR  R#  ^nt  t,  fart  FIR  RlRlfRRT  3RRTR-RRR,  RR1  RR  fRRRW  -  x)^  rp;  Rfp  fRIRT  RTRT 

tl 


17.  Koodiyaattam 

At  the  time  of  begining  of  performance  of  Koodiyaattam,  two  drums  -  mishaavs  are  placed  between  the 
two  main  doors.  The  kuzhittaal  itself  is  played  by  a  naangyaar  singer  who  sings  too.  The  other  musical 
instrument  to  provide  the  rhythm  is  the  idakka  played  with  sticks  in  accompaniment  with  koma, 
kurunkuzhal  and  the  conch. 

Traditionally  Koodiyaattam  is  staged  for  five  to  six  days  in  the  following  sequence  :  Prastaapana 
(introduction),  Nirvaachana  (continuation),  purushaartham  (bravery)  which  includes  vinodam  (merriment 
and  laughter),  vaachanam  (trickery),  aashanam  (mealtime)  and  raaja  seva  (honouring  the  king)  in  order 
to  portray  the  evils  and  corruption  in  the  social  order,  misuse  of  power,  injustice,  etc. 
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‘  -Wiki  FftR’  ^  FRFlRq  F  FRFR  FTF  FfFFF-F^FT  FF  FR  TOpT  fFFFT  FJTFT  tl  FTf?,  FFFF,  3TFFR  FT  3Fj^F 

3T^f  fFTFiF  fPI  ^irat  ti  ftf  3  w  f^PRTR’  FPt  FRjfo  F  ^  ftf  srft  ^k^-^rfcr  ffjf  frfi  srft  fItff 

tm  t  FFT  FRF)  FRF  ttaT  tl  FF  FRIT  TFfFRTt  ydlFFcHF)  FFT’JFT  3^  ^4-M^I  F  ?JFF  FxHIFFtf  £RT  F?t  Fff}  FFFt 
FFT  srfFFF,  TJtF  3}fFFF  cT«TT  %  srf~FFF  F?t  FFTFF  Flefl  tl  F  FR  F?F  FTFR  FFIh-F  FR  faF  FFfe  Ft  TFFT 
FRF  t,  FF  3RRfF  F)P  SHM'fl  3TR  FT^TR  FRFT  tl 

^clFidH.  tteft  tf  FT®  F^tF  FRF)  t  -  F1F  FF  ‘FRTFfel’,  ‘FfFFT  4lTO¥T'  FR  Ft  FF  ‘FRFR’I  3RF  FRF 7 
t  -  ‘FFFFF’,  ‘^Pth’l  HPI-K  FF  TRp  Ffc?  ‘FfRjcTFTFF’,  FF^FF  FF  ‘FfJf’  3TR  ^fFTFfF  FF  ‘ TPR ’  -  FF  FFt 
Ft  tFI’JFT  3RF  FFFTFFt  t  3FFJ3t  FFT  FFcFfRF)  FFt  FTFl  tl  FF  tleft  Ft  FFT'JfFT  RF  FF  FRFT  FTFFFFl  FF 
Fl  FFFtFRFT  tl 


18.  Koodiyaattam 

In  the  introductory,  nambyarute  tamil ,  the  nambiyaar  presents  the  gist  of  the  story  in  pure  Malayalam 
with  help  of  gestures.  The  gestures  are  emphasized  according  to  the  text.  Before  the  theme  is  introduced 
and  the  performance  begins,  each  artist  introduces  himself  to  the  audience. 

Emphasis  on  hand  gestures  and  eye  movements  makes  this  dance  and  theatre  form  unique.  Costume  and 
make-up,  etc.  are  traditional,  reminding  the  audience  of  the  art  of  Kathakali,  in  a  simplified  manner. 

A  few  of  the  most  popular  plays  of  this  theatre  form,  are  Baalacharita  of  Bhasa,  as  also  his  Pratigya 
yaugandharaayana,  Harsha's  Naagaananda ,  as  also  other  plays  like  Dhananjaya,  and  Choodaamani. 
Some  of  the  characters,  like  Jeemootavaahana,  Arjuna  and  Rama  all  have  special  costumes  to  give  them 
a  distinct  identity  on  the  stage. 
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19.  WTH 

^TttFTH  TJeRT:  chW,  Wlftch  -H'ldA^d)  tl  T3TTT  TTFTT  ^FTT  t  fk  ^SPIR  (^TSlfa  ^TF  keJJ  k  «TT)  kfclFkf 

■?idKl  k  fwm  trt  «n,  fkk  * TfTn  4ft  fcMWH’  ttfi  t^tii  FFik  Ft  iMf  ?rai«k  3  smk  f3TT 

ark  Fkt  k  cb'Hfech ,  arm  tftt  37k  dikeni^  k  -fs^th  fk^n  h+.i^  f|i  wrn  kt  wkk  ^l^fd  w?kT 

VldKl  k  Tf*T  ‘TTOT  cTStP^T  W  OTT’  k  kick  tl  FTP  FT^kt  HKId>J|  TFTTF  TJFk  kkjT,  tkR  7T*IT  bTcH-KPHcM 

Ripa  ti 

WTH  k  akkFTTT  ^F*TFFF  *TTkkF  3T«fcIT  MHlpJ|<=h  Tf«ff  k  fk^  Fk  t,  4k  '•TgT^TRrT  k  -  FFfk  ^P-RH,  7}TFT  fklTF, 
srfk*Rj-cra,  chl-dch-^,  fkne  ^  cT®Tr  Tmid'Ji  k  -  Ti^rfkkF,  dd^i-^s,  ^ifk-'pta 

■rci-kk,  wiki 

^spth  ^ft  w  ^  w  ■jqkt  wqoiMii,  kd^n  f$f  fkk’jFF  akk  t  kr  =bdi=b<T  kt  wrrfkF  kcm  k  kkrfki 
^fi  kk  ti  Trrki  kt  fkR  kfkkf  k  fkmfkrrr  ^F7  crFk  t  -  ^pcfk-FFFF  kk  k^i,  ktei,  ffff;  ^rpk  kk 
kk  ^?«j,  fk^rc,  tkTTm,  k*rk;  Fm  wi,  ^pkicii  Tjk  d-Fi^t,;  wff  kkt  i?k  kmr  kk  kkF,  kk,  kkrpjt  kkk; 
FR  FTPnRI  kk  Ftfk,  srfFPF,  '3R,  kfddT;  Wt  RTF  kk  kldl,  k=lk),  *Hlfkkl I 


19.  Yakshagaana 


Yakshagaana  is  a  traditional  theatre  form  of  Karnataka.  It  is  said  that  the  first  Yakshagaana,  was  scripted 
in  Telugu  by  Peda  Kempa  Gowda.  The  first  play  in  this  style,  was  Ganga  Gowri  Vilaasam  written  in 
the  16th  century.  A  resurgence  followed  in  the  17th  century  and  this  was  the  time  when  this  theatre  form 
was  revived.  It  spread  out  from  Karnataka  to  Andhra  Pradesh  and  Tamil  Nadu.  It  developed  in  these 
regions,  and  was  recognised  as  a  classical  art  form.  The  textual  sanction  of  the  Yakshagaana  is  mainly 
derived  from  a  17th  century  classic  work  called  Sabha  Lakshmana  Malta  Prasanga.  Some  of  the  popular 
plays  of  Yakshagaana  are  Lakshmi  Narayan  alias  Muddana,  Parthisubha,  Timna  and  Santibana  Desikar. 

In  the  Yakshagaana,  the  theme  is  based  on  mythological  stories  and  Puranas.  From  the  Mahabharata, 
Draupadi  swayamvar,  Subhadra  vivaah,  Abhimanyu  vadh,  Karna-Arjun-yuddh,  Keechak  vadli  are  most 
often  presented.  From  the  Ramaayan,  Raajyaabhishek,  Lav-Kush  yudh.  Bactli-Sugreeva  yudh,  and 
Panchavati  are  the  most  popular  presentations. 

The  most  spectacular  part  of  Yakshagaana  is  its  make-up,  costumes,  headgears,  etc.,  which  transform 
the  performers  into  other  worldly  characters.  The  performers  of  Yakshagaana,  can  be  categorized  as 
Shoorveer  nayak  (the  heroes)  like  the  Pandavas,  the  Kauravas,  Nripa  Nayakas;  romantic  characters,  like 
Yaksha,  Kinnara,  Kiraata,  Gandharva,  etc.  Then  comes  the  Daanavas ,  the  evil  ones,  like  Ravana, 
Shurpanakha,  and  Bakaasura.  The  gods  and  goddesses  portrayed  in  this  theatre  form  are  Narasimha, 
Chandi,  Mahishasuramardini.  The  ordinary  characters  in  this  theatre  form  are  sages,  brahmins  and  the 
soldiers.  In  Yakshagaana,  the  female  characters  like  Sita,  Devaki  and  Savitri  are  portrayed  with  reverence. 
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20.  WTH 

TftcT  3qk  qd^ciq  qfq  ^  3Tjqq  W  W^\  tl  qqq  qq  fqqfe  qt  qtcff  fKT  qfqT  tl  qqqR  qf)  TT  qq  qql  t  : 

‘  ridofci^e ’  3tR  ‘qs'/ddd’i  qqqfl  qfwl  q^fq  t  3tr  fqrl  qqtfi  qnq  wqr  t  fqr  qq?  qgfq  qr  qfq  w#q  ti  qq?  str  qfi*m  qrqf  q^fqqf 
q  SRR  ^qqr  qqqn  q  qqqq  ^qqqq  3TK  qqqjqj  cfc  3qqq  qr  fqqq  qrai  f|  qfqrrft  q^fq  rp;  ^q  qr  qrsqqrHt  qq  qqrq  tl 

'  qqiqqq’  qr  ‘qmq’  qmn  qq  qijg  qqqqqr,  qra+qi  ark  qqiqq  li  q?'  qqq  ^  q^  qt  qfqqrq  qrt  qqq§t  qf  qteu,  w  fan,  q^  qq  ^q-^q 

qq  qrqrqqr/qqq  ^  qq^q  qq  qqfqjf  qr  qnjTq  qiqq  qqqT  tl  tqqq  qr  qFT  q'  #q  q  qTqqqq  qqdld  fm.  qqqT  t  sifc  gnqilHqq.  qqtq, 
anq  qq  qra  -  'qq'  qqqq  qq  qqq  aqqqqqqpjqR  qtq  afq  ^  qrt  qqq  qqt  ti  ‘^fsr’  arqq  ‘qqr’  qqqrq  qq  ftqq  qq  nra  ti 
q  qqq,  #3  qqt,  qfq},  fqfqqr  qrt  fqfw  qqqrqf  q  tqq;  qqi,  fqftpq  qq  atr  qrqtqqr  q  qqrqr  qrq  ti 

wth  ^  qqt  ^Ft  qrrt  afqi  q  qqf  qq  qqqiq  fqrqi  qrar  ti  nqf  q’q^d  qtq  ‘  aqqf’  qq  qqqtq  fqrq?  qmr  t,  fqqq  q4r  fq  tt  ^nq  ti  tnqt  qpqqr 
t  fqr  qqqq  ^  q1^  q  qtqqq  1 50  qq  i'i  qq  qqq:  qrt  fqqrqtfqq  qrrqr  rqqqr  qqf  qrt  qqfqqj  qq  qrpt  qf.  fqqqq  qrpq  q  fqqq  ti  q^fn  qqqq 
qra  qq  qqq  t,  qf  qqfeqr,  fg-fwnl  qsq  nps  qqqq  qqtq  qft  qtq  fq^r-fq^q  qqiarf  qq  •HiH'dq-q|j|-»l  fqarq  ti 

qiq-iirqch  qq  qr  qqqpr  q  qq  afq  tte  7q  ^  q?fq  qtn  t,  qqfq  -  qfft  afk  qtqq  q?  wf?'  qt  3#qqr  qqrqqi  qpq  ff  ti  fqt  qqqq  qrq 

qqqq  afq  -  qfqqqR  aftr  fq  qfq  ^  ^pqf  qan  qqf^qqr  qft  qrqr  arfqqq  ark  qqtq  qff  aqraq  arfqqr  T?qt  ti 


20.  Yakshagaana 

The  musical  composition  of  Yakshagaana  is  rich  in  its  content.  There  are  two  styles  of  Yakshagaana  :  Tenkutittu,  Vadakutittu.  The 
first  Tenkutittu  is  South  Indian  in  spirit,  with  quite  discernable  traces  of  Kerala's  Kathakali.  The  distinguishing  features  of  the  other 
style  are  characterised  by  the  make-up  of  the  performers  and  dance  sequences. 

The  main  performer  of  Yakshagaana,  is  the  Bhaagavathar  who  also  recites  and  conducts  the  play.  He  makes  his  entry  with  a  huge 
gorg  of  bronze,  beating  it  with  a  stick  to  introduce  the  theme  through  the  singing.  He  then  sits  at  the  back  centre  stage  holding  cymbals 
and  is  accompanied  by  the  harmonium,  manjeera,  jhaanjli ,  and  the  percussionists  playing  the  chenda.  It  is  the  chenda  player  who 
creates  the  impression  of  war,  anger,  bravery,  and  the  antics  of  the  clown  during  the  performance. 

The  musical  sequences  of  Yakshagaana  are  metrical,  in  rhythm.  The  most  common  metre  is  the  Aarya ,  adding  speed  to  the  narrative. 
It  is  believed  that  nearly  about  one  hundred  fifty  Raagas  are  played  in  the  Yakshagaana.  Dr.  Shivaram  Karanth  was  instrumental  in 
preserving  and  reviving  many  of  these  Raagas.  He  had  collected  about  sixty  Raagas.  blended  in  Classical,  Hindustani  and  Kannada 
musical  traditions. 

In  Yakshagaana,  the  emotions  most  often  portrayed,  are  of  valour  and  fury.  It  is  perhaps  because  of  this,  that  Yakshagaana  abounds 
in  quick,  rhythmic  body  movements,  dance  sequences  based  on  speedy  footwork,  as  compared  to  its  music  and  gestures. 
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21. 

RtRTTR  -it'  qqR  qfl  RR?  RTRrDJcl  RRtRRi  Rt  RTRt  f  I  RI  MRF  RTt'  Rit  tRRTR  RTRt  f,  fRRtRRR  RTR,  RRR  3jfa  RP$R 
tri  Rtti  rtrrr  Rtt  4km  am  rtt4  rrMr  rrr  rT  fRR;  RRTRt  ark  %n  ?r  r?jrr  rirt  ti  ^Tr^ff  Rrt  RfesRC,  rmi  ak  rt  RiRR 
TjRTRt  TR  Rl  RtR  Rtt  RTR  RR1  Rt  RTRt  Rl  RR  RTR  HlfV-ld  Ri  RR,  ‘TFTt ,  RTRR  RTt  Rt^  3Tk  ^R  RR  fhdlRR  RRTRT  RTRT  tl  RTR 
RT  RTR  Rit  fRRfRRTRt'  3TR  HHK^II3Tf  RTt  RRf?fR  RRR  RT  fRTTT  MRR  M  Rit  RRRRTTtT  TfffRTR  RTt  Rffit  f  I  RTTRRT  RTRTRT  RTRT  t  rT^TT 
Rfe  RTTRT  iRRi  RRt  fl  RjfRRT  R?TT  ftRRT  RR  RTtRRR  RfRRRR  RTR  RtRIT-RTRTT  RTRRTRT  RRRR  tl  fRT  Rl  fRTT  ‘ TjSTg ’  3lh  RTRfR 

H'lsl  RTT  RRtR  RtvMI  RTRT  'fl 

^W1  Ri  RR5  RTRt  Rit  <=hld ,  did,  -iH'lt  TRT  Ri  RKtsH-KK  <RHsj  R>t  ‘RFf  ( RtRf)  M6'1I^  -Rlcfl  f  I  ^  RRR>  doH<  did  RT  R^  TR  R?t 
■f-jdl  Rsl  H6-1ci  fl  R>  4  sT  Rt  3nH<  RRRi^  TRT  3TT^qu|  _  t^iRstf,  RTR[RR,  ^Ps  ''-I  I  RR  SJd'l'tK  RKRRt  R  d-S?  RRTRT  dl<1|  f  I  RJT  sfk  tS'Hl'il 
Ref  RWT  RTRT  Rit  TRR  TFRT  RIHM  ?tRl  tl  RTR  RR  TtR  RRTFRT  ff  RR  RRRR  f  I  RTRt  Riff  3RT  sffc  RTR  -  ftff  TTRFT  RR 
f  Rdiy,  RTR  f ,  dlPh  <\!<R  RTRt  fRRTTSR  R  d-f  f?§  RRTR  f  3TR  RTRT  RR  pKcl<  RR  RT  '^JR-'^R  RR  dRd  RR  fddie  RRRT  RRRT  f  I 
RTRRfR  ^Pd  f  RTRR  RtfR!  RRTRRTTRt  fRT  =F  fdU,  RRRR  Rlf-RCR  RTRt  RR  dim  3TR  RfT  R7R  Rf  'gR  ymi  ftR  f  I 


21.  Yakshagaana 

In  Yakshagaana,  the  make-up  is  simple.  The  face  is  streaked  with  lines  in  different  colours  particularly  red,  black  and  white. 
The  hero's  identity  is  established  with  a  make  up  having  pink  and  yellow  colours.  The  cheeks,  cheekbones  and  chin  are 
smeared  pink  by  mixing  coconut  oil,  water,  pounded  rice  made  into  a  paste,  and  whitening  agents  like  chalk.  The  details 
are  added  to  perform  the  mood  and  emotional  state  of  the  character.  The  eyes  and  eyebrows  are  outlined  with  Kappu 
(collyrium)  and  the  lips  are  painted  red.  All  characters  except  for  those  performing  the  roles  of  sages  or  women  are  mainly 
dressed  in  loose  pyjamas.  The  head  is  covered  with  Mundaasu  and  Mundale  literally  meaning  turbans. 

Some  of  the  characters  wear  the  veshti,  an  unstitched  length  of  cloth.  The  colours  are  black,  red  and  orange.  The  veshti 
is  matched  with  a  loose  shirt,  red  or  green  in  colour.  The  ornaments  giving  a  festive  appearance,  are  a  belt  dyed  golden, 
kamarband ,  armbands,  baazuband,  bangles,  bracelets,  etc.  The  romantic  characters  and  those  with  less  important  roles 
are  dressed  simply. 

In  Yakshagaana,  not  just  the  face,  but  the  body  in  front  and  back  is  made  up.  This  might  be  because  the  Yakshagaana 
audiences,  down  the  ages,  used  to  surround  the  platform,  from  all  the  directions.  This  could  also  be  the  reason  why  in 
this  theatre  form,  sequences  are  repeated,  with  the  actors  facing  different  directions,  one  after  the  other.  Theatrically  most 
effective  in  Yakshagaana  is  the  headdress  made  of  a  cap  with  long  strands  of  hair  and  peacock  feathers. 
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22. 

dP-l<rHI  ^  fef  HUMfe  fefelfW  fepWJ  WI  Ifefe  tl  feTfg  HWH-I  ¥llfeb  3fe  i  TF^T  R 

3WJ?T  fen  "5TH  WW  nWT  ^  TJWRT:  fefe»H  (  cmf  fe  felt)  fe  fefe)  3TWT  fe  fefe  fefe-^Rc!  fe  RR  TOjcT 
fen  wm  ti  wf  mi  3  ?r>cH)tj  fe  m*nn  fe  fen  fe  fen  sfe  afet  ttw  fe  fet  fefe  fefei  fe  fe  anwn 
fe  nfe  ti  ^wife  fe  ^rfe  tit  Rgiffew  fen-nm  ark  wz  tfe  ti  fe  ferjn  ffem-w^  fe  wr 
fe  Tfnn:  fefet  fe  fen  fern  tt  wfen  am  nwfe  tti  n?  «ni  an  w  nwr  HWMd:  tpr  tt  TTcrm  fen 
t  fefen  ^fefetwrc  w^ilwfe  chi4**h  fe  fen  ti 

di^shH  few  fed i  fe  tidi  ti  few  fe  Hfe'ld  fefe  nw  wnwK  few  fern  fe  w  -jrd  nwn  nwn  ti 

WT  3RJ  fedlfe  fe  WW  WT  tt  3tRT*RT  felt  tl  drMtMId  fefeWTTW  m  fen  fen  I,  fe  ^P-TR  fet  fefen 
trfe  ftr,  nwn  wt  fefem  fen  ti  nfefenfnTR  fe  fe  fe#  fe  fe  nwn  wi  nffen  fen  ti  tt,  wn,  wn 
<Mdlld  fe  feTfe  fe  ditl-'ytl  nfe  fe  w  w??  fen  tl 


22.  Therukoothu 

The  most  popular  form  of  folk  drama  of  Tamil  Nadu  is  Therukoothu,  literally  meaning  ’street  play’.  This 
is  mostly  performed  at  the  time  of  the  annual  temple  festivals  of  Mariamman  (Rain  goddess)  to  achieve 
rich  harvest  and  also  on  the  life  of  Draupadi.  The  themes  are  also  taken  from  other  epics  and  Puranas. 
At  the  core  of  the  extensive  repertoire  of  Therukoothu  there  is  a  cycle  of  eight  plays  based  on  the 
life  of  Draupadi.  A  performance  usually  continues  during  the  whole  night  but  when  full  play  is 
presented,  it  generally  spreads  over  a  period  of  eight  to  nine  nights. 

The  performance  begins  with  an  invocation  to  the  Lord  Ganesha.  A  performer  wearing  an  elephant- 
head  mask,  dances  while  the  invocation  song  is  being  sung.  Some  symbolic  rituals  are  also  performed 
to  pay  oblation  to  the  gods  and  goddesses  during  the  invocation.  This  is  followed  by  the  appearance 
of  Kattiakaran  who  is  the  sutradhara  of  the  Therukoothu  performance.  He  gives  the  gist  of  the  play 
to  the  audience  from  behind  the  curtain  held  by  two  stage  hands.  He  also  conveys  other  usual 
platitudes  about  king  and  his  kingdom. 
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23.  <U«K&Tj 


’jfw  ^  ^  ■qra  tr  ^  ?<ri  m=j\  xjf^R  ^  ti  qfcrq  qr  ^rm-^tra  +di«+K  ttt  qt  qr?i  ti 

W  TFjf?T  =t)Cl|chi<  qtt  q>trIT-TlT£RT  3rk  '-iPfldcldl  TTT  W7!  BTcft  tl  <Tlf<i<id4cM J.H  3Tf^FtcTT  qft  TT^f  ^  qTsqxr 

^  3  WTOTT  %T  t,  cmlToh  qf^T  TTl  ^  PdPsId  T^Tm  qff  Ffcfh  chHI+H  aqR^T^T  qft  mVM\ 

^  trk  qsr?r  ti  #q-#q  tf  ^  ttm  t,  qft  ^spr  tt  ttttt  tt?n  ti  qrtr  tf  viiwh  qmtrf  qrt  wm  tttt  ti 


23.  Therukoothu 

After  the  preliminaries  the  main  characters  make  entry  and  each  introduces  himself  on  the  stage  with 
a  Darn,  which  is  a  small  sequence  of  dance  and  song  designed  for  each  character  to  exhibit  his 
identity  and  also  his  skills  in  the  art.  There  is  hardly  any  written  script,  and  it  is  Kattiakaran  who 
helps  the  performers  by  providing  'prompts'  to  enable  them  to  deliver  the  dialogues  extempore.  The 
performance  is  punctuated  with  dances  which  are  presented  in  a  simple  manner  and  the  songs  are 
based  on  classical  music. 
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24. 

^  ^r*rt  ■qra,  Hr  aftr  *fra-TPRT  3  '±prt  ■qf^pr  ^  li  pppr  ^  tjtr  fTRPfRT  ^ 

6  Id  I  ft,  ftPRI  <J  Tl  'I  Vfl  ^  I  Td  3TR  TP  T>T  ydl‘1  Idvdl  RTcTT  1?l  <sK1d  I  d  d)  SI  <1  Hied  TP  y^dd  fqPTI  -dldl  i?,  3TR 
3TR  fWMl'  Tl  T*PFT  3ffc  ’RPR  ■TTRT  RTrfT  tl  ^  3RI  fp£PF  f^Ff  d,'mio4|  !,  fd^TH)  PPft 

srk  ti  ^Hidi  RqT,  rfrito  ti 

TRRTg  ^nlk  ejraf  s  tp^rt  hmiw<h  ^  r^pth  sm  dn  wi  Rctt  ti  iRfa,  wpfcr 

PTldl  dRl  d>T  fHWTT  ffcraRTT  tl  3RrOR  ^  Tn^T- RT«T  WT  ^  StJSfR  Rl  dTT  fdR  dFPTPTT  ^TM  tl 


24.  Therukoothu 

All  the  characters  are  recognized  by  their  make-up  and  costumes.  Heroes  wear  tall  crowns  decorated  with 
coloured  mirror  in  red,  green  and  gold  patterns.  The  villains  are  painted  red  with  white  and  black  dots. 
Komali,  another  stock  character  who  entertains  the  audience  with  his  buffoonery,  wears  a  conical  cap 
and  white  bellow  shaped  trousers,  etc. 

The  ensemble  of  musical  instruments  used  in  Therukoothu  include  Kurukunghe  similar  to  nagaswaram, 
maddalam  and  talam.  Musical  compositions  are  a  combination  of  folk  and  classical  music.  The  audience 
is  also  entertained  on  the  lines  of  Swang. 
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